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‘Illustrated biographies of 
all contemporary composers. 


on 





A chronological list of 
famous composers. 















Concise biographies 
of many artists, with 
numerous illustrations. 


History of the world’s leading 
opera houses and concert | hes 
halls with illustrations. 4 






a 
(fi se Full list of composers, with 


2 An illustrated section 
oat their L.P. recordings. 


devoted to ballet. 


PRICE 5/- 
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COVER I 


The GRAMOPHONE 


lots of ideas for presents at Imhofs 


LP, MP and standard-play records : IM Thorn needles : IM Master Set : Portable gramophones, 
electric gramophones, portable radiograms : record carrying cases : 

record albums : children’s records : records for parties : 

record cabinets : IM Racks : tape recorders : portable and table radios : 

FM adaptors for radios : all high fidelity equipment : TV sets: TV commercial adaptors : 
record accessories : radiograms : diamond and sapphire styli : 


talk boxes : record index : magazine subscriptions : extension speakers : clock-radios. 


Merry Christmas and a Happy New Year to Everybody 
Alfred Imhof Ltd., 112-116 New Oxford St., London, W.C.I Museum 7878 (20 lines) 


December, 1955, 
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a valuable gift 
with additions 


every month 


for only 7/6 


BRAND NEW 
DEGGA-GROUP 
CATALOGUE 


just out this month—not available 
until after Christmas except 
through this special gift offer—704 pages—fully cross- 
referenced index to all microgroove records issued on the 
Decca group of labels up to and including April 1955 
with much interesting general information; also composers’ 
and artists’ indexes—a production involving 20 tons of 
paper and 3 tons of metal. 








QUARTERLY CATALOGUE 


of all *microgroove Decca-group records 
issued from May to December 1955 inclusive, 
thus bringing the main catalogue absolutely 
up to date. 


All monthly supplements for 1956 
thus keeping the catalogues right up to date 
throughout the year. 


You have only until 10th December to take advantage of this great offer 


Qt _47 


Just send 7/6 to us, with the name and address of the friend to whom 


Pay, tf ie 
ayy ini you wish to give this attractive Christmas gift. We will pack and send 


DECCA 


the complete and quarterly catalogues, with a greetings card bearing 
your name, and will also mail monthly supplements at no further 
charge throughout 1956. Please note that in order to guarantee delivery 


by Christmas we must receive your order by roth December. 
RECORDS | 4 ‘ 





*Since all 78 r.p.m. records are now also issued in 45 r.p.m. form, the ordinary 45 r.p.m. 


records listed in this catalogue provide details of the most recent 78 r.p.m. popular issues. 


THE DECCA RECORD COMPANY LTD., PUBLICITY DEPARTMENT, I-3 BRIXTON ROAD, LONDON, S.W.9 


A 











The GRAMOPHONE December, 1655, 


Essential for the SAFE STORAGE, SIMPLE REFERENCE 
and HANDY CARRIAGE OF GRAMOPHONE RECORDS. 
Wide assortment of sizes and colours. Write for 
Illustrated Catalogue, and Name and Address 
of nearest Retailer. 


HENRY ELWIN LTD 


Makers of Top Quality Record Cases (including Long Playing) 
Albums, Cabinets, and Covers. 


NOTTINGHAM (dept. M.1) 










Complete Courses in 


FRENCH 
ITALIAN 
SPANISH 
GERMAN 
RUSSIAN 
ENGLISH 


Courses are also avai!able for those 
whose native tongue is not English. 
Easy terms for all the courses. 











€37 ) We did! THANKS TO THE 


EASY ASSiMal. WAY 


OF LEARNING LANGUAGES 


Sit down with the Assimil course in the quiet of your own 

room, devote 15 minutes a day to it — about the time it takes 
to smoke a cigarette — in three months you will have a good practical 
knowledge of your selected language. Assimil is the vital method that 
teaches you languages as they are spoken, without the drudgery of learning by heart. 
Assimil books alone or preferably a combination of books and records, give you a thoroughly 
practical and satisfying means of home study. Assimil has been for over a quarter of a century 
recognised on the Continent as the easiest and most modern method of learning languages. 
It is a great success. Try it, and you will become an enthusiast. 








SEND COUPON OR CALL— 


ASSIMIL (England) Dept, A314, 10 Pembridge Square, London, W.2. Phone BAYswater 
5131 or * H.M.V.”* Showrooms—362-367 Oxford St., London, W.1. MAYfair 1240. 


| AM INTERESTED IN [] RECORDS [) BOOKS 
LANGUAGE 





NAME 
TTT isis linha ean 
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the QUAD Il is a RELATIVELY 
PERFEGT instrument...” 


In like manner, enthusiasts the world over are expressing their approval 
of the QUAD II Amplifier—whereas we don’t go so far as to say the 
“apparait —_— QUAD IL is perfect, we do claim that it is the best which present techniques 
can devise. The design of the QUAD II is simple and straightforward, 
without the sacrifice of a single refinement capable of contributing to the 


Here is a brief summary of the main features of this equipment : 

@ 4 input sockets each selected by push buttons covering connection to 
microphone and radio (or two radios), tape recorder and gramophone. 

@ 1 outlet socket for taking off a signal suitable for recording, 
permanently in circuit. 

@ 2 power supply sockets for supplying radio units also switched by the 
same push buttons that select the signal inputs. 

r @ A versatile system of pickup matching which can be extended to 


\ ms alee 7 : 
complesse 3 fedelta™. cover new developments in pickup design as well as covering all 


nti di 2 


models now on the market. 

@ Facilities for providing alternative playback characteristics for 
different makes of record. 

@ A minimum of controls yet providing independent balance of bass 
and treble, quite apart from the comprehensive filter arrangements so 
well proved in the past. 

@ Alternative output impedances from the Main Amplifier. 

@ All controls including the mains on/off switch are incorporated in the 
Control Unit leaving the Main Amplifier free to be installed out of 


ne sight in the cabinet. 


+ “Als ein 
LAND: 
eeprodukt von 
chieuten Un " 
cmusikwenner bezeichnet 





QUAD I! Amplifier 





QUAD II Control Unit 


for the closest approach to the original sound 


For full details of the above features and also full 
technical specification, write for QUAD II booklet. 


ACOUSTICAL MANUFACTURING COMPANY LTD 


HUNTINGDON, HUNTS 
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Yow ll find the RIGHT record at 


Barnes 


Order personally or by post 





W. H. BARNES 
425 Oxford St., London, W.1. MAY 4233 
172 Kensington High St., W.8. WES 0791 
Croydon : 38 George Street. CROydon 1336 
Hammersmith : 37 King Street. RIVerside 1417 
Elephant & Castle : 64 London Road. WATerloo 5477 
Stratford : 338 High Street. MARyland 2275 
llford : 135 High Road. ILFord 0446 
East Ham : 64 High Street North. GRAngewood 0310 
Deptford : 499 New Cross Road. TiDeway 3767 





Personal export orders and overseas gift parcels a speciality 











AS YOUR....COLLECTION....GROWS... 















Units come in two sizes. There 
is the JUNIOR UNIT, which 
measures 14” x 14” x 14”, holds 
100 records (including 12” LP) 
and costs 64/6d. (including 2/2d. 
tax). The Plinth is 7/6d. extra. 


The NORDYK UNIT measures 
20” wide X 15” deep X 14 "high. 























It holds 150 records and costs 
97/6d. (including 3/2d. tax). The 
Plinth is 9/6d. extra. 

Units are available in walnut, 
oak or mahogany veneer, all in 
a natural finish. 

For large, small, or growing record 
collections Units are no doubt 
the answer. But as_ specialists 


RECORD HOUSING srook rp. LONDON, N22. Bowes Park 2446 


in record storage we offer a 
range in traditional and con- 
temporary styles holding from 
100 to 500 records costing from 
64/6d. to £13/19/9d. (all tax paid). 


There is probably a Record Housing 
Stockist near you. Write for his 
name and full illustrations. 
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THE FINEST IN ITS CLASS 


YD TON LOS3 


AMPLIFIER AND CONTROL UNIT 


NO OTHER AMPLIFIER HAS 


























ALL| THESE FEATURES 














































































































FOUR RECORD SIMPLIFIED C-CORE LAMINATION arenones ve 
CHARACTERISTICS P.U. MATCHING MATERIAL renvatiine | 
* 
FOUR ALTERNATIVE ~ TWO RADIO 
PANEL COLOURS INPUTS 
AMPLE SPARE 
yt" POWER 
fll 
Oe 
, 
i | 
) =o af 
i'l 
— 
TAPE RECORD AND INDEPENDENT VARIABLE 
RE?LAY JACKS LOW PASS FILTER 
TWO YEAR GUARANTEE 
| PRESENCE PLUG “ U.L.” OUTPUT STAGE 
PUSH PULL EL84s 
* 


* EXCLUSIVE FEATURES 


TECHNICAL 

@ Power Output 8-10 watts. (‘‘UL’’ Class ‘‘A’’ 
p.p. EL84s) 

@ Distortion .12°% at 8 watts. (.5% at 12 watts) 

@ Freq. Res. +.25db, 20-30,000 cps. 

@ Hum and Noise —80db below 8 watts 

@ Output Impedance 2-3, 6-8, 12-16 ohms 

@ Spare Power, 270 v. 40 mia. 6.3v. 2A. 

@ P.U. Input Sensitivity 30-50 m/v. 

@ Variable low pass filter (4.5—8.5 kcs.) 

@ Variable treble control. +10 db to —I5 db at 
10 kes. 

@ Switched bass control. Max. boost 16.5 db at 
30 cps. 

@ Presence characteristic +5 db 3-30 kes. 


@ Models for 200-250 v. 50 cps., and 110-125 v. 
50-60 cps. operation. 














Designed expressly to meet the requirements of the average domestic 
high fidelity system, the RD JUNIOR now enjoys an enviable reputation, 
not only in this country but also in the principal overseas markets, and 
has come to be regarded as the standard by which others are judged. 


PRICE £26 COMPLETE 





12-page illustrated Booklet post free on request | 





Available from Specialist Dealers in London and the Provinces, or if in 
any difficulty, please apply direct. Agents in the majority of overseas 
countries. (Now being exported to U.S.A. and Canada). 


Trade and Export enquiries invited. 


ROGERS DEVELOPMENTS ccectronics) LTD 


RODEVCO HOUSE, I16 BLACKHEATH ROAD, GREENWICH, S.E.10 - Telephone: TiDeway 1723 
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THE FINEST METHOD FOR CLEANING RECORDS 
ALREADY OVER 5,000 ENTHUSIASTIC USERS 


PROVE 








All Static and Dust 
completely removed 
from Your Records 
as they are 


Instantly Fitted. 


Suitable for all 
Types of Record. 


Quality Improved. Surface 
Noise and Wear Reduced. 


PRICE REDUCED 17/6 (plus 7/- purchase tax) 
From Your Dealer, or 


CECIL E. WATTS 
Consultant and Engineer 
(Sound Recording and Reproduction) 


Oakleigh Grange, High Cross, near Uckfield, Sussex 


















IT’S ALL SO EASY to 


SAFEGUARD YOUR RECORDS against BREAKAGES, etc. 









SELECT YOUR 
FAVOURITES 





AND CARRY WHERE YOU 
ener in a WHITAKER RECORD 


@ Ali cases and cabinets 
take L.P. in covers 
and 78 r.p.m. records 

@ Complete with Index 

ards and card 
SCHEDULE. 

@ Covered in WASH- 
ABLE REXINE 
leathercloth. 

@ CABINET as_ illus. 
trated with two 
colour filing system, 
will hold over 100 
records, 10in. or 12in. 


TAX 
at 84/- PAD 
Write for illustrated catalogue and address of nearest stockist 


G. WHITAKER & SON 


Manufacturers of first-class Record Cases and Cabinets 
5-6 LORRIMORE BUILDINGS, OLNEY ROAD, S.E.17 
Tel. : RODNEY 3730 
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TWENTY MINUTES cours 


An Original Cast recording’ . 
London stage production. Songs and music from 

age ay linked by dialogue to make an imaginative LP production and 

(Long Playing MG.20007) 








grand entertainment. 


AT THIS YEAR’S ROYAL VARIETY PERFORMANCE 


SALAD DAYS 


Songs and music from this L i 
i ondon hit musica] 
most deltas tb ge Vaudeville Theatre. — -y ‘os 
1 ul recor i rthi 
lemma ine S ever issued, and worthily a Best- 
MG.20004) 


Wy wy wy (Long Playing 
“ Exotic ! Sa wy wy wy Wy 


BRAZILIANA F 


cast, 
{ Brazil. by the original ~~ “a 
vie of Nelson Ferraz. 


eh 
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gs and dan 
Rhythms, son ing bass 
amazing ou! 
featarins 5 on that will delight ¥ MG.10006) 
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“The Duenna,” « for the first time. T, poser of “ Salad 


"Two Gentl Ogether with songs f; 
and emen from ” Tom 
refreshing LP, (Long Playine a etc. An attractive 
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— From All Dealers — 


ORIOLE RECORDS LIMITED 
315-317 OXFORD STREET, LONDON, W.1 
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These E-A-R Models were heard and praised by thousands of visitors to the Radio 
Show. ha of specialist experience are behind this new range of equipment—your 
guarantee of unsurpassed performance and exceptional value. Ask your Dealer to 
arrange a demonstration now. 

A750-T (Three Speed) (right). An extended range version of the 
A750 with twin speakers. Another exclusive feature is the automatic 
LP-78 Filter switch to reduce needle scratch on old records. Independent 
Bass and Treble Boost Controls. 
Dimensions : 8 in. by 15 in. by 16 in. Price 34 gns. 
(Non Auto 314 gns.) 
A750 (less treble speaker and scratch filter). The portable with a world- 
wide reputation for high fidelity performance. Price 31} gns, 


(Non Auto 28} gns.) 







The A750-T and Armchair 
Consolette have the same 
technical specification. 


E-A’R ARMCHAIR CONSOLETTE (icft). 
(Three Speed). Housed in handsome 
walnut table type cabinet. 

Specially designed stand for convenient 
armchair level operation available. 
Dimensions : 8 in. by 15 in. by 17} in. 
Height with stand 23} in. 

Price 39 gns. Stand 3 gns. extra. 


(Non Auto 37 gns.) 







Voted the neatest Cabinet 
Record Reproducer at this 
year’s Radio Show. 





HUUUUOEIOADOAUAOOADOEAEODADAUAUOOEOUOAU OA NEDA AA 


"EAR Bantam 
MICROGRAMS 






E-A-R CONCERT REPRODUCER 
CONSOLE (not illustrated). A 
superb High Fidelity instrument 
in beautifully styled acoustically 
treated cabinet. Collaro 3-speed 
changer. 8 watts push-pull out- 
put. Independent Bass and 
Treble Boost. Price 52 gns. 


Transcription Model 60 gns. 


gn TUNNDNNUINNUNNUUUNL 











E-A-R MASCOT (left). The ideal 
“second”? gramophone. Compact 
and light enough to be carried any- 
where. 


Weight : 7 lb. Price 12} gns. 


Made for you by Gramophone Specialists 
AUDIO 


ISLEWORTH 
The Square, Isleworth, Middlesex. Telephone : HOUnslow 6256-8. Telegrams : Microgram, Put, London. 





For details of E-A’R Amplifiers ELECTRIC 


ranging from 4-20 watts, write to 
Amplifier Division, EAR Ltd, | THE SQUARE 











22 gns. 17 gns. 
Auto Non-Auto 


Good to look at and a 
pleasure to hear, the 
Bantams are _ Britain’s 
most popular Gramo- 
phones. 


Ample volume. Play with lid 
closed. Collaro 3-speed mixer 
changer, or motor. Studio 
turnover head. In attractive 
two-tone or lizard Rexine 
covered wood framed cases. 


All prices include 
tax at current rates. 


REPRODUCERS 


MIDDLESEX CAR 


Factory : 274 Worton Road, Isleworth, Middlesex 






Ty 
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PROUDLY PRESENT 





Amplifier & Pre-Amplifier Control Unit 


CONGRATULATING the producers on a conception supremely well 
planned and executed, we are proud to add this new equipment to 
our high fidelity range. 

Proud, too, will be the RCA high fidelity user. 
refinement looked for in the best class of amplifier is here, with added 


Every technical 


new and exclusive advantages. The Pre-Amplifier Control Unit is 
admirable in flexibility and ease of handling, elegantly styled. The 
Power Amplifier unit is massive and has unusual reserves of power. 
Everything the enthusiast could ask for is here! An acquisition 
assuring continued satisfaction to the most critical user, being many 
years ahead of its time in design and construction. 

Above all, behind RCA High Fidelity for the home stands over 
25 years skill and experience in designing professional sound 
reproducing equipment. 


POWER AMPLIFIER £28. 12.6 
Pre-Amplifier Control Unit £19.7.6 


The complete equipment is available on extended terms, 
£16 initial payment with 12 monthly instalments of 
£2.18.8. 


CHAPMAN FM8I Mk.II 


A brand new edition of one of the best 
FM tuners, produced by a pioneer maker 
of VHF/FM equipment, has all the latest 
features, giving to the full the advantages 
of better quality and freedom from inter- 
ference that are delighting the increasing 
number of FM listeners. 


Please ask for illustrated leaflet with full 

specification of this remarkable equipment. 

We will be happy to give full demon- 
stration at our. Showroom. 









Specification includes full temperature com- 

pensated circuits ensuring stable tuning, high gain 

6-valve circuit with tuning indicator. Cabinet 21 ns. 
and power unit available as optional extras. g e 
Another Chapman unit FM82 incorporates simple switched 
complete with own power unit, 24 gns. 

CHAMPION 835 FM Adaptor 16} gns.* and 836 FM Receiver 20 gns.* 
For illustration and details see our earlier advertisements. 

Write for free informative booklet published by the B.B.C., together with 


details of adaptors for present receivers and complete receivers too, which 
we stock and shall be pleased to demonstrate to callers. 


tuning 





Diamond Styli Dust Bug Record Cases 
For Acos, BSR, Collaro, Decca A nylon brush frees Attractive, stout. carrying 
crystal pickups, LP £4.13.6*, grooves from dust im- cases. Ideal gifts. For 


78 £4.3.0* Decca XMS and‘ H’ 
LP, £5.1.10*, 78 £4.1.5* Garrard 
GC2, GC3, £4.14.6* Goldring 
500, £5.3.11* Tannoy, £5.5.4* 


mediately before playing. 
With its own easily fitted 
arm—not secured to the 
pickup, 25/- post free. 


50 12-in. LP records 33/6.* 
(post 1/8.) For 50 7-in. 
records, 16/9* (post 1/1.) 


Q.M. RECO 


All 
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RD SERVICE 


Records FACTORY FRESH 


EXPORT ORDERS TAX FREE at 


inclusive cost of 


4/5ths home prices 


All LPs and 45s in GARDISK 
Polythene sleeves 


Prompt mailing 
current supply 


> 
> 
> All LPs and 45s POST FREE in U.K. 
> 
> 


of any record in 


ORDER YOUR CHRISTMAS WANTS EARLY! 





To House Your Equipment 





Happily 


W.B.’s new easy pp y cabinets 
are both practical and pleasing in 
appearance—a real contribution to 
harmony in the home. 

We illustrate the new Corner Con- 
sole, a Bass Reflex design for 10 or 
12 in. ‘‘ Stentorian” speakers, or 
the rectangular Console Cabinet is 
available as an alternative, prices 
being 11 and 10 gns. respectively. 
Uniform in polished walnut veneer 
the Hi-Fi Reproducer Console for 
record player, amplifier, radio unit 
and record storage, 12 gns. All 
these models are supplied packed 
flat for easy home assembly with 
just a screwdriver, 





Loud Speakers 


W.B. “Stent rian” HF812, 

£4.3.6* HFIOI2, £4.19. 9* 

HF1214, £9.15.6 

Goodmans Axiom 101. £€.18 a4 
10.7.9* Mk 


10, £8.0. 11°, Wines 15.0. 
WIS5/CS, £17. 10.0. _ on 
Dual 15 in., £35.12.0. G.E.C. 
metal cone, rn 3.9*, Vitavox 
K12/10, £9.1 

TREBLE UNITS WB Ti0 
4 gns., T12 12 gns. ai. 
dale Super 3, £6.19.11* 
Kelly RLS/1, £12.12.0. 


Transcription Units 
Collaro 2010, 


‘PX’ pickup, £19.10.0* 
with ‘P’ pickup, £19.3.0* 


Without Pickup 
Collaro 2010, £15.17.0* 
Woollett, Mk. I, £21.0.0 
Garrard 301, £26.8.3.* 
Pepular 3 Speed Units 
Collaro AC3/554, Studio p.u. 


£9.8.6* 
B.S.R. HF100 £9.14.0* 


Also well-known auto-changers 





High Fidelity Amplifiers 


@ W.B.12 Amplifier 

Another new product from 
makers who justly claim ‘‘ High 
Fidelity at Realistic Cost,’’ £25. 


@ Acoustical Quad I! 
In the front rank of world- 
renowned amplifiers, £42. 


@ Rogers junior Amplifier 
The ne of this excellent, 
versatile amplifier continues to 
grow, £26, 

@ R.D. Minor Mk. I 

New Rogers design gives good 
quality output of 53w. In- 
expensive, and compact, £14. 





The B.J. ARM 


Tangential tracking for better quality, lower 
record wear with a variety of high quality 


pickup heads. 
B.J. Arm 62/11*, B.J. C12 head, 


Decca Magnetic Heads 57/5* 
B.J. Adaptor (for Acos wae 


Variable Reluctance Cartridges 


Tannoy Goldring 500 
£9.16.6* £3.9.8* 
Use with 


B.J. Plug-in Shell 24/2* 
B.J. Counterweight 16/10* 






45/6* 


NEW de luxe model 
B.J. “ Super 90” £16.3.5. 





Our Showroom is open for 
demonstrations 9.30-6 Tues- 
day to Saturday, Friday, 1.30-9. 
Only 20 minutes from Charing 
Cross by Northern Line 
Underground or bus 27A, 134, 
137 to Tufnell Park Station. 








Qua.ity Mart 


8 DARTMOUTH PARK AVENUE 
LONDON, N.W.5 


GULliver 


1131 





*Asterisks above indicate re- 
vised prices due to recent Tax 
increase. 
available at 
earlier advertised ONLY 
WHILST PRE-BUDGET 
STOCK LASTS! 


Most such goods 
lower prices 
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THE SCOTTISH FESTIVALS 
OF MALE VOICE PRAISE 
Massed Chorus of 200 Voices 
conducted by James McRoberts 

*““ HYMNS OF PRAISE”’: 

O love that wilt not let me go; 
All that thrills my soul is Jesus; 
Worthy the Lamb; 

Eternal Father strong to save 






































GEP8550 








ELTON HAYES 
accompanying himself on the guitar 




































for the 


‘* FOR THE CHILDREN ”’ : 
The owl and the pussycat; 
The broom, the shovel, 
the poker and the tongs; 
The duck and the kangaroo; 
Table and the chair; 
The quangle wangle’s hat; 


The Jumblies 
(all from ** Nonsense Songs ’’).-- 











KENNETH McKELLAR 

‘* SCOTLAND’S FAVOURITE SINGER ”’ (VOL. 2): 
Ae fond kiss: My ain hoose ; 
Corn rigs (It was upon a Lammas nicht); 




















DICK JAMES 
with an invited audience 


‘* SING SONG TIME’’: A medley of your favourite 


choruses, including : 
Keep your sunny side up; 
I belong to Glasgow ; 
You made me love you; and 
Hold my hand ................... GEP8554 
RON GOODWIN 
and his Concert Orchestra 
‘* ORCHESTRA DE LUXE”’: 
Blue star; Lonely heart; 


Summertime in Venice 
(from film ‘* Summer Madness"’) ; 


The three galleons...... ... GEP8555 
TOMMY ROGERS 
and his Ballroom Orchestra 
Directed by HARRY GOLD 

‘* DANCE TIME WITH TOMMY ROGERS ”’: 
Alabama Jubilee (QS); 
The Elephants’ Tango ; 
Have you ever been lonely (QS) ; 
ENngageMent Wal tZ .....nccrcnsse nessun GEP8558 













Family! 


Todlen hame; 





The mist-covered mountains of home 


JIMMY SHAND and his Band 


‘* SCOTTISH COUNTRY DANCES ”’: 
Mason’s apron; Lamb skinnet; 


Ca’ the yowes to the knowes........ GEP8549 





GEP8547 


PARLOPHONE 


7” 45 R.P.M. EXTENDED PLAY RECORDS 


THE PARLOPHONE COMPANY LIMITED 
RECORD DIVISION, 8-11 GREAT CASTLE STREET, LONDON, W.! 









If Sloane Street 


is just too far 


and Christmas is all too near... 


read this postman’s praise 
of our Postal Service 


The other day we received a letter which speaks for 
itself—and incidentally puts in a good word for us : 


“IT would like to express my appreciation of your 
service. The record I ordered from you by telephone 
yesterday morning was received this morning on the 
first post. I was surprised by the promptness, but 
amazed by the thorough packing, especially as this and 
the postage were free. As I am an ex-postman this is 
no empty compliment... .” 


We would simply add that we have abundant stocks 
of the newest and most acceptable records. Our 


Postal Service will cope with Christmas with its usual 
(and now endorsed) efficiency. We pay postage on 
LP records to any address in this country ; all records 
to the value of £10 or more are sent post free any- 
where on earth. If you are taking your Christmas 


shopping very seriously and thinking of gramophones 
and tape recorders, harness your reindeer and drive 
in soon. 


The Gram@phone rs) ae) 8 





RECORDS GRAMOPHONES RADIO TELEVISION TAPE RECORDERS 


130 Sloane Street, London, S.W.1 (SLOane 9001) - Buses: 11, 19, 22, 46, 137, or Sloane Square Underground 
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UUUUUEUOUUUEAOEAAUANTEADOGUOED DEDEDE EAA EEU ATED AAA 
PARTNERS = 
AG invite you to consult them = 
= for all your = 
? high quality audio equipment : 
: 
= requirements .... = 
EAM our recommendations will include : = 
@ ACOUSTICAL @ ARMSTRONG 
%* We also have pleasure in introducing @ CHAPMAN @ COLLARO 
a new range @ DYNATRON @ GARRARD 
of Traditional and Contemporary @ GOODMANS @ GOODSELL 
Equipment Consoles . . @ LEAK @ ORTOFON 
Send for details of these, and our range @ R.C.A. @ ROGERS 
of Specialised Loudspeaker enclosures. @ TANNOY @ WHARFEDALE 


H.P. TERMS AVAILABLE 


* Come and hear it for yourself at B. K. PARTNERS LTD. 





Demonstrations daily 10.30 a.m.— 5.30 p.m. 229 REGENT STREET, LONDON, W.! (ENTRANCE HANOVER ST.) 
Saturday 10.30 a.m.—12.30 p.m. Telephone : REGent 7363 
PVs oooore roscoe 
(TRADE MARK) 
———$yr——-———- 


ISABELLA WALLICH (director-Founder) 


after a year of successful endeavour sends 


CHRISTMAS GREETINGS to all who have 





** Unusual and Traditional in Music ” to watch for the NEW RELEASES 


Available at all the best dealers 


DELYSE RECORDING CO. (London) 


Distributor for the United Kingdom : Selecta Gramophone 58 Wellington Road, N.W.8 
Co., 50 Southwark Bridge Road, S.E.1 





R 
enjoyed {the Company’s records and invites all lovers of the... | 
: 
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PRECISION At Aaehiy 
$¢ SPEEO TRANSCRIPTION ONT 


Engineered by Swiss 
Master Craftsmen for 
the discerning listener 






WITH 
VARIABLE SPEED ADJUSTMENT 


AND INTRODUCING THE 
UNIQUE GROOVE LOCATION 
DEVICE 


MIAIN FEATURES 


Speed continuously variable from above 78 r.p.m. to below I6 r.p.m. Pre-set adjustable ‘‘ click-in "’ 
sitions for 78, 45, 334 and 16 r.p.m. 
hese features are invaluable for : 
Playing old celebrity disc requiring speeds above 78 r.p.m. 
Tuning record pitch to a musical instrument. 
Correcting for mains frequency variations. 
Accurately balanced heavy precision made turntable eliminates Wow and Flutter. 
Unique VERTICAL EDGE-DRIVE PULLEY principle eliminates Rumble. 
Less than | % change in speed for up to 13% change in Line Voltage. 
Large resilient 4-pole constant velocity motor. 
External weight adjustment provided for precision diecast arm with plug-in shell. FITTED AS 
STANDARD ON MODELS GL50-3 and 4 and GL56, WITH THE SUPERB GOLDRING 
VARIABLE RELUCTANCE CARTRIDGE NO. 500. 


Diamond Styli now available at £3/15/0 (Purchase Tax £1/9/3) 
Type GL50-4 Four speed. Price £15/15/Q = Type GLS55, Four speed, 110-250 volts, 50 cycles 


110-250 volts, 50 cycles. P.T. £6/2/10 (less Pickup and Arm) £ 12/12’/0 P.T. £4/18/4 
Type GL50-3 Three speed. Price £15/15/0 Type GL56, Four speed, 110-250 volts, 50 cycles 
100-250 volts, 40-60 cycles. P.T. £6/2/10 (with Pickup and Arm) £16/16/0 P-r. e6/11/0 
The above are not fitted with groove location. The above have groove location device. 
GOLDRING Manufacturing Company (Great Britain) LTD. 
486 & 488 HIGH ROAD, LEYTONSTONE, LONDON, E.II Tel : LEYtonstone 1081 & 1252 


Sole Concessionnaires for Great Britain and the British Commonwealth. 
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YOU WILL CERTAINLY REQUIRE | 
GUARANTEED UNPLAYED LP's! 
Therefore you should buy STAVE-SEALED 
(i) Guaranteed unplayed 
(ii) Rigorously examined 


(iii) Stave-Sealed in our containers and dated 





a NOTE.—Our incomparable post-free Stave-Sealed L.P’s are supplied in two 
categories—(1) with our inner Polythenes and (2) with inner rice-paper bags. 


x‘ : State which preferred when ordzring. P i 





* and—we purchase your slightly-used L.P’s for 
absolutely BEST PRICES. Send or bring discs 
or write for quotation. We also have hundreds 
of slightly-used L.P’s for sale (S.A.E. for Catalogue). 


* also—we can supply our incomparable 
new Stave-Sealed L.P’s in exchange 
with your slightly-used L.P’s (send/bring 
discs or write). 


Henry Stave « Company VERY GENEROUS ALLOWANCES. 


(The Connoisseurs’ Postal Service) 


20 ROMILLY STREET 


W.1 ” finally—we export our new L.P’s 


(GERRARD 2757) tax-free to every country 


Suppliers to Educational Authorities and : : 
Professional Bodies. - the world (Post, packing, 
insce., free for £10 and over). 





VAST DEMAND ENABLES THE FOLLOWING LOWEST PRICES IN THE TRADE :— 





OUR ROUND-BASE | OUR SQUARE-BASE OUR RICE 
Ist QUALITY - - °F Ist QUALITY iinlell PAPER = 
POLYTHENES 3/11 2/11 2/3 doz. | POLYTHENES 2/- 1/6 doz. | INNERS 2/- 1/6 doz. 














PLEASE ADD 6d. POST & PACKING UNDER 20/- 
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Expert public and musical opinion has suggested that the terms “ High Fidelity ”’ 
or “ Hi-Fi” are not always used in the sense in which they were originally conceived, 


nameiy, to describe the very peak of performance in sound reproduction. 


There would appear to be a need for standards to be established and to be adhered 


to, by all who would wish to use these terms. In the absence of such an agreement 





at the present time, RCA announce that their range of High Fidelity products will 
henceforth be styled ‘‘ New Orthophonic High Fidelity ’’ and that this name 


will be used only in respect of audio equipment of pinnacle performance. 


%* ORTHOPHONIC (adj.) facsimile sound (music) 
a faithful reproduction of the living performance. 
(Ortho correct phonic pertaining to sound) 


Hear RCA To-day ! 


You’ve only to hear the “New 
Orthophonic High Fidelity” equip- 
ment to realise that RCA have indeed 
achieved the closest approach to 


concert hall realism so far. Your 





dealer will be pleased to arrange a 





° ° RCA New Orthophonic High 
demonstration. Meanwhile may we Fidelity Pre-Amplifier ond 


send you a fully descriptive folder ? (inset) the Main Amplifier. 


£48 .0.0 Complete 


RCA PHOTOPHONE LIMITED 
An Associate Company of Radio Corporation of America 


LINCOLN WAY, WINDMILL ROAD, SUNBURY-ON-THAMES, MIDDLESEX 
Sunbury-on-Thames 310/ 
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Overtures: Mikado 
and Pirates of Penzance 


BOSTON PROMENADE ORCHESTRA 
conducted by Arthur Fiedler 
7EG8001 


Four Famous Arias 


| 
| 
| 
GIUSEPPE Di STEFANO; PATRICE MUNSEL; | 
LICIA ALBANESE & LEONARD WARREN | 
Ch lid: ina; Musetta’s Waltz S 4 
“Metin: bacoys | Benny Goodman Quartet 
TER 5028 | Moon glow; Avalon; Stompin’ at the Savoy; 
My melancholy baby 
| 7EG8003 
| 
| 
| 
| 
| 
| 


minutes’ 


Faust 
Sung in French 
NICOLAI GEDDA (tenor), BORIS CHRISTOFF (css), 
MARTHA ANGELICI (soprano), and VICTORIA DE 
LOS ANGELES (soprano) 
Is it here?; All hail, thou dwelling pure and 
lowly; Ballad of the King of Thule; 
O Heav’n; Jewel Song 
7ER5050 


Chopin Polonaises 
ARTUR RUBINSTEIN 


No. 1 in C Sharp Minor, Op. 26 
No. 2 in E Flat Minor, Op. 26 


Excerpts from ‘New Faces’ 


ROBERT CLARY; EARTHA KITT 
and stars of the Film 
Lucky Pierre; I’m 1n love with Miss Logan; 
Bal petit Bal; Lizzie Borden 
7EG8134 


music 


Alma Cogan 
The Girl with a laugh in her voice 


7ERS048 The banjo’s back in town; Go on by; 
cs se ee ee es ee ee 4 Hernando’s or “The Pajama Game"’) 
ue again 
CAROLS + 


| 7EG8151 
Mario Lanza 

O come all ye faithful; Silent night; | Fats plays Fats 
We three Kings of ar: The first Nowell l Fats Waller and his Rhythm 


Ain’t misbehavin’ ; Blue turning grey over you; 


The Templars Moppin’ and boppin’; Honeysuckle Rose 


Away in a manger; The first Nowell; | TEG8148 
The Twelve days of Christmas and other Carols | 
TEP Te! Ronnie Hilton 
eT The yellow rose of Texas; Hey There — (from 
John McCormack | “ The Pajama Game"); My One Sin; Overnight 


The Green Bushes; The village that nobody 7EG8149 


knows; Passing by; Maureen; The lass with 
the delicate air 
7ERSO54 


PRICES: 7EG SERIES 10/534; 7EP SERIES 11/104; 
7EB SERIES 11/I$d; 7ER SERIES 16/8}d. 


“HIS MASTER’S VOICE” 
_ 


7' 45 r.p.m. Extended Play Records 


THE GRAMOPHONE COMPANY LIMITED (RECORD DIVISION) 8-I11 GREAT CASTLE STREET, LONDON. W.! 
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| TAKE up a leaden pen to write this 
Editorial because I have to make an 
announcement I had hoped never to 
have to make. However, there is no 
help for it. We are compelled to raise 
the price of THz GRAMOPHONE from 
one shilling to eighteen pence from 
January, 1956. The combination of 
printing and paper costs which seem 
certain to rise even higher in the New 
Year makes it impossible for us to 
boast any longer that we are almost 
the only magazine, review or journal 
in the whole of Great Britain to 
maintain its pre-war price. 

I need hardly say that we have had 
many anxious discussions with other 
people before we have come to this 
decision, against which I have fought 
for some time. I have now had to 
accept the omnipotent figures and there- 
fore with this leaden pen I surrender. 

I am sure old readers will sympathise 
with our displeasure in having to make 
this announcement, but I hope that the 
extra sixpence every month will not 
provoke many of them to give up THE 
GRAMOPHONE. In 1924 I had to make 
the decision to raise the price from 
sixpence to a shilling. We lost very few 
subscribers and that increase in those 
days was relatively a much bigger one 
than the additional sixpence to-day. 
I hope we are not going to lose many 
readers in 1956, but, to be on the safe 
side, I wish a Merry Christmas to all 
in this last shillingsworth. 


Conpoler [Cxekengpe 


° 
( Please see also page 299 of this issue) 


A Golden Wedding 


SAINT ANDREW’S DAY in 1905 to last 

Wednesday, November goth, was when 
the marriage of Montague Compton 
Mackenzie and Faith Nona Stone reached 
its golden half-century. A brilliant moment 


Incorporating VOX 
Edited by SIR COMPTON MACKENZIE . 


. THE RADIO CRITIC . 
CHRISTOPHER STONE 


BROADCAST REVIEW 
london Editor CECIL POLLARD 


Music Editor ALEC ROBERTSON 


Editorial Office Tne Glade, Green Lane, Stanmore, Middlesex 


Subscription Office 49 Ebrington Road, Kenton, Harrow, Middl Teleph 
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Trade Office 11 Greek Street, London, W.! Telephone : GERRARD 0850 


EDITORIAL 


for friends and relatives to mark with 
special prayers and affection and grateful- 
ness, 

How many of us have also the curiosity 
as well as the power to look at the early 
volumes of THE GRAMOPHONE which they 
started for us in 1923 in a surge of inspira- 
tion and faithful activity ? Each of them 
is still much absorbed in new novels with 
the elusive Thin Ice and Parlour Tricks; each 
has time and health for the same interest 
in all that concerns us and our monthly 
issue. 

The Editor’s photograph in the December 
number of 1924—‘“‘at Jethou with the 
gramophone which won the gold medal in 
the Steinway Hall Tests in June ’—is 
slightly dated ; he had given up his beard 
and had only a trim moustache while he 
was writing the serial called Coral for the 
2ist birthday of the Daily Mirror. By then 
the exalted first office of the magazine, 
which his wife established in Newman 


’ Street, had been changed for the beautiful 


rooms at 58 Frith Street, where Faith 
Mackenzie (‘‘F Sharp ’’) carried on her 
share of the magazine with reviews and 
lists of picked records, her Novice Corner, 
her articles on Piedigrotta and Neapolitan 
Songs, her J/ Fox, her Angle of Errors and 
her articles on favourites Verdi, Donizetti 
and Bellini ; while the Editor’s Quarterly 
Reviews and Musical Autobiography and 
monthly articles of rich variety were 
steadily rousing the public no less than the 
expert musicians, and his portrait domin- 
ated the editorial office whenever he was not 
in London himself. The photograph on this 
page gives an idea of one of their rooms 
with the massive oak table on which 
hundreds of classical records could be 
stacked, and on the Sesame record cabinet 
by the window—the design of T.V.’s 
inventions expert, G. M. Boumphrey, an 
early contributor—stood the rose marble 
portrait of Faith Mackenzie in a beret by 
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Michael Katz from Capri. This most 
attractive work has vanished, whether 
destroyed in the war or possibly still 
existing and recognisable in some strange 
home ; perhaps one of our readers can tell. 
Its recovery would be a magical surprise 
for the golden wedding. The Frith Street 
offices were moved to the larger space of 
10 Soho Square in September, 1929. In 
these brief references to the first seven 
volumes there has deliberately been no 
mention of the names or persons of the 
contributors and reviewers, the printers and 
advertisers and office controllers and staff 
who were, and some of them still are, so 
vital a part of the whole adventure ; not 
even, tll now, of Cecil Pollard and his 
family, nor even of Alec Robertson. This 
can be left to our readers from the beginning 
till now, and to F Sharp and C.M. 

“The enthusiasm for music of the 
generation now growing up”, C.M. 
exclaimed. ‘“ Perhaps if I were asked 
what was now my own chief pleasure in 
THE GRAMOPHONE I should declare that 
it was the lively support for it from young 
women and young men and even from 
schoolboys and schoolgirls. Count no 
paper old which can achieve that. Already 
I have keen critics of what I write from 
young people who were in their cradles 
when I first talked with Mr. Alfred Clark 
at Hayes and he encouraged me to believe 
that my proposed new paper, THE 
GRAMOPHONE, was wanted ”’. 

When did C.M. say that ? Read, if you 
can, the Editorial for June, 1939, and look 
at the portrait by Autori of Toscanini. 

We all say Prosit and salute the Golden 
Wedding. CS. 


Matters of Opinion 


We are always especially pleased to hear 
from long established readers of THE 
GRAMOPHONE, and not less so when they are 
in a mind to be reasonably critical. 

Two letters, from such _ readers, 
printed in the correspondence column and 
will be answered here. 


are 


Mr. Frank Williams, of Cardiff, has 
become irritated by what he describes as 
“ undiscriminating adulation ” lavished on 
Fischer-Dieskau, and objects to him being 
called “a great lieder-singer”, and so 
forth. He alleges that in criticisms of his 
records (and concert performances) “ no 
fault will be found and only the most 
fulsome praise poured out”. So as far as 
this journal is concerned, Mr. Williams 
cannot have read all that has been written 
about Fischer-Dieskau, and as most of it 
has been written by me, I must point out 
one or two criticisms that he seems to have 
overlooked. 

July, 1954. “ He is apt to use his lovely 
mezza-voce in all types of song... in 
addition . . . he oversings some climaxes, 
not yet having fully equalised his tone from 
soft to loud”: July, 1955. ‘‘ His perform- 
ance (of Der Feuerreiter) is less vivid than 
the magnificent one given by Helga 
Roswaerge”’: November, 1955. Mr. 
Williams will have seen that I prefer 
Hotter’s Winterreise to Fischer-Dieskau’s, 
and why. 

At the same time to accuse the latter of 
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failing in any degree to convey the horror 
of the meeting with the Lorelei in 
Schumann’s Waldesgesprach staggers me as 
much as to accuse him of lacking dramatic 
sense. I admit that a sense of humour is not 
his strong point: but it is not fair to say 
that he infused no humour into his singing 
of Wolf’s Der Tambour or Storchenbotschaft. 
It must also be remembered that humorous 
Lieder are very much in the minority and 
many of those that do exist are better suited 
to a female voice. 

Like Mr. Williams, I also have heard 
some of the greatest Lieder singers of the 
past thirty-five years (and more!) and I 
realise that Fischer-Dieskau has certain 
limitations and also that he will consider- 
ably increase his stature as he matures. He 
has already done so since the first time I 
listened to him. I should be interested to 
know if Mr. Williams has heard him as 
Wolfram (let us say) in Tannhduser on the 
stage (not only on the radio) and also if 
he has heard him in the concert hall (and 
not only on gramophone records). 

In the other letter, Mr. D. H. Evans takes 
M.M. to task for criticising, in an “‘offensive”’ 
manner, the two large cuts made by Sir 
Malcolm Sargent in Tchaikovsky’s Fifth 
Symphony (May, 1955), and seems to think 
that the criticism casts a reflection on the 
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conductor’s artistic integrity. It appears 
that the cuts were sanctioned by ‘Tchai- 
kovsky in a letter he wrote prior to an early 
performance, but to criticise a conductor 
for making cuts, or “improving” a 
composer’s scoring (as several conductors 
have done with Beethoven, and as Mozart 
did with Handel, and Bach with Palestrina), 
reflects not on artistic integrity, but possibly 
on artistic taste. 

In general, criticism must not become 
timid or mealy-mouthed, or of the kind 
acceptable to the Groves and the Dales of 
this world—amongst whom, I hasten to 
add, I do not include our correspondent. 

It might be salutary for our critics to read, 
from time to time, the hard-hitting criticisms 
of Bernard Shaw in the three volumes of 
Music in London, and then consider how mild 
and gentle criticism has become to-day. 

To do any kind of public work is to expose 
oneself to be shot at, sometimes rightly, 
sometimes unfairly ; but I did not find any 
indication in Sir Malcolm’s courteous reply 
to M.M.’s remarks that he considered them 
‘* gross impertinence ”’. 

Let me again say that such letters as these 
from old (or new) friends of this journal are 
welcome and help to enliven our corre- 
spondence pages: but please read what we 
have to say ! Avec ROBERTSON. 





LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


WO recent events titillated the New York 

musical scene. One was the first appear- 
ance of the Philharmonia Orchestra, con- 
ducted by Herbert von Karajan. The 
British orchestra has given three Carnegie 
Hall concerts to date, and every critic in 
town went into raptures about its excellence. 
There was much to-do about the virtuosity 
of its ensemble and the virtuosity of its 
conductor: but is “ virtuosity ” the exact 
word ? At the concert I attended both the 
orchestra and conductor were merely intent 
on making music. If the Philharmonia is 
polished enough to handle all difficulties 
with ease, so much the better ; but there 
never was any virtuosity for its own sake. 
It is quite a wonderful orchestra; and, 
incidentally, the most American-sounding 
of any foreign group that has appeared here. 

The other event was the New York 
premiére of Walton’s Troilus and Cressida, 
presented by the New York City Opera 
Company. Most critics spoke about the 
opera with respect rather than admiration. 
The general feeling, echoed also in this 
column, was that Walton had everything— 
orchestration, a good libretto, an ability to 
handle prosody with intelligence—except 
really striking musical ideas. 

The fall record season is well under way, 
and several sets of more than routine interest 
have appeared. Chief among them is the 
London-Oiseau-Lyre package, played by 
Ruggero Gerlin, of all the Couperin harpsi- 
chord music on sixteen LP discs. This is a 
fantastic undertaking. Has there ever been 


a larger single release in the history of 
recorded music ? Gerlin, a fine musician 
and a superbly qualified harpsichordist, 
makes the best of his opportunity. I found 
his registrations interesting, his treatment of 
the ornamentation convincing, and _ his 
technical ability up to all demands. 

Lovers of piano music will thrill to the 
news that Josef Hofmann finally is represented 
on an electrical issue. Columbia have just 
released the solo portion of the Golden 
Jubilee Concert that Hofmann played at 
the Metropolitan Opera in 1937, exactly 
fifty years (less a day) following his début 
there in 1887. Hofmann is heard in two 
large Chopin pieces—the G minor Ballade 
and Andante Spianato and Polonaise—a 
group of smaller Chopin pieces, and several 
other works by Mendelssohn, Moszkowski, 
Beethoven and Rachmaninov. The quality 
of recorded sound is dated, naturally, but 
who will quibble ? Hofmann, I think, was 


_ by far the greatest pianist of my time, and 


here is an example of his unique artistry. 
Another novelty comes from Lyrichord, 
on a two-disc set devoted to the first recorded 
performance of Strauss’s Schlagobers, a long 
and fairly dismal ballet that desperately 
tries to be light. Strauss-lovers with stamina 
will adore the set ; most others will find it 
a bore. Epic, too has a novelty—Paganini’s 
Fourth Violin Concerto in D minor, played 
by Arthur Grumiaux and the Lamoureux 
Orchestra under Franco Gallini. The 
manuscript of this work turned up fairly 
recently and was reintroduced by Grumiaux 
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in Paris. It is typical Paganini, with a flashy 
violin part and the unmistakable melodic 
lines typical of the composer. Paganini was 
not the world’s worst creator. In_ this 
performance Grumiaux fiddles manfully, 
making a good case for the music. The 
reverse of the disc contains the familiar 
Concerto No. 1 in D, well played by Herman 
Krebbers and The Hague Philharmonic 
under van Otterleo. 

Some excellent orchestral discs are on 
hand. The Sibelius Symphonies Nos. 4 and 
5 are brilliantly and effectively done, for 
Columbia, by Ormandy and the Philadelphia 
Orchestra. Also on a Columbia disc are 
Bruno Walter and the Columbia Symphony 
in a Mozart recital—three overtures, some 
dances, the Masonic Funeral Music and 
Eine kleine Nachtmusik, all presented with 
sentiment and warmth rather than with an 
emphasis on orchestral precision. Victor 
offers a coupling of Strauss’ Till Eulenspiegel 
and Death and Transfiguration played by 
Toscanini and the N.B.C. Symphony—a 
passionate pair of readings. And in a twq- 
disc Victor set, Robert Irving leads the 
Covent Garden orchestra in a substantially 
complete (though the album says ‘“‘ com- 
plete’) Sleeping Beauty. Irving is more 
relaxed than most conductors who approach 
this music, and his tempos are chosen with 
the action rather than the orchestra in mind. 

An elegant, note-perfect performance of 
the Beethoven Violin Concerto is offered on 
a Capitol disc with Nathan Milstein and 
the Pittsburgh Symphony under William 
Steinberg. The same company couples 
Lalo’s ’Cello Concerto and the Saint-Saéns 
A minor ’Cello Concerto, as played by 
André Navarra and the Paris Opera 
Orchestra conducted by Emanuel Young. 
Navarra’s style and musicianship triumph 
over a rather dry and unattractive tone. 
Two unusual discs, both with F. Charles 
Adler and the Vienna Orchestral Society, 
come from Unicorn. One is devoted to 
Bruckner’s First Symphony (typical, if 
immature, Bruckner), the other to Michael 
Haydn’s Symphony in G and Flute Concerto 
(pretty, quite conventional scores). 

Additional eighteenth-century symphonic 
music comes from Haydn Society, in a four- 
disc set named Italian Classical Symphonists. 
Newell Jenkins conducts the Italian Chamber 
Orchestra in music by Brunetti, Clementi, 
Viotti, Albinoni, Durante, Pugnani, Sarti 
and others. Some of this music is deservedly 
dead, but a few pieces—Brunetti’s D minor 
Symphony, the Clementi Piano Concerto 
in C, or the Albinoni Oboe Concerto in D 
minor—are very much worth knowing. On 
an additional two discs, Jean-Francois 
Paillard leads the Leclair Instrumental 
Ensemble in four Leclair Violin Concertos 
and music by Torelli, Vivaldi and Locatelli. 
lo complete this list of current orchestral 
releases, the London-Telefunken disc con- 
taming Mozart’s Linz Symphony and 
Schubert’s Fifth should be mentioned. Hans 
von Benda leads the Berlin Chamber 
Orchestra in disciplined performances. 

_ Not too many discs of chamber and solo 
‘nstrumental music have been issued. Artur 
R ubinstein’s interpretations of the complete 
Chopin Waltzes (Victor) are large-scale 
conceptions, which is something that cannot 
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be said about the complete Nocturnes, 
played on two Epic discs by Jan Smeterlin 
in a fussy, mannered way. Feike Asma is 
heard on another Epic disc, playing Widor’s 
Symphony No. 5, a dull, sprawling work 
(even if it does contain the famous Toccata). 
Much better organ music, and organ playing 
too, is contained on a Bach disc offered by 
Anton Nowakowski. These performances 
of the Passacaglia and Fugue, the Prelude 
and Fugue in E minor and the Fantasy in G, 
are strong, rhythmic and intensely musical. 

Schumann is represented on two discs. 
Yves Nat plays the Kinderscenen, Toccata, 
Arabesque, Papillons and Three Romances 
(Haydn Society) in a rather rugged manner. 
I like more nuance in my Schumann ; and 
also would prefer a pianist with more 
technique when it comes to a difficult work 
like the Toccata. Nor am I enamoured of 
the performance of the Schumann Piano 
Quintet (Capitol), played by Victor Aller 
and the Hollywood Quartet in a manner 
best described as “‘ cute”. The reverse of 
this disc contains Hummel’s Quartet in G, 
a piece of music that adheres closely to the 
Mozart-Haydn school (though here and 
there a romantic anticipation comes 
through). The Hollywood Quartet is on 
firm ground here, and its playing is excellent. 

Among new choral releases are Vivaldi’s 
magnificent Gloria, done for Columbia by 
an Italian group ; Mozart’s Thamos, on an 
Epic disc in a routine performance led by 
Paumgartner ; and Honegger’s powerful 
Christmas Cantata (also Epic), led by Paul 
Sacher with the Lamoureux Orchestra, 


chorus and baritone soloist. The same disc 
contains Hugo Distler’s modal, a cappella, 
liturgical-sounding Christmas Story. 

Two new opera sets are available. Angel’s 
Cosi fan tutte, with Schwarzkopf, Merriman 
and the others, already has been reviewed 
in England. It is the first recorded perform- 
ance of Mozart’s opera I have heard that 
challenges the supremacy of the aged 
Glyndebourne set. From Victor comes a 
three-disc Aida, sung by Zinka Milanov, 
Fedora Barbieri, Jussi Bjoerling and Leonard 
Warren. Jonel Perlea leads the Rome 
Opera House Orchestra and Chorus. This 
is a fine, exciting, large-scale performance 
that triumphs over some spotty singing. 
Bjoerling’s voice is a little light for Rhadames, 
and sometimes he pushes. Milanov is not 
always in control, but when she is, she is 
ravishing. Warren is always dependable, 
and Barbieri, whatever her momentary 
lapses, is a most potent mezzo. 

Glancing over the first paragraph of this 
Letter, I think I should add a word about 
the first American appearances of Emil 
Gilels. This Russian pianist created a 
furore, even if a few critics questioned his 
musicianship. He already has recorded in 
America—the Tchaikovsky B flat minor 
Concerto for Victor, the Chopin B flat minor 
Sonata for Angel. America now awaits the 
arrival of David Oistrakh. Violin fanciers 
in New York are going to have a ball on 
November 20. Oistrakh plays in Carnegie 
Hall at 5.30 and is followed by Nathan 
Milstein in the evening. Now, if they both 
select the same programme... 





LETTER FROM FRANCE 


By IGOR B. MASLOWSKI 


“ GAY it with records ” looks like becoming 
a slogan of the French record industry. 
Columbia’s ‘* Musiques Impériales”’ is a 
glorious sample of this trend. Yet this 
super-de luxe, two-disc (one single-sided) 
album is more a bibliophile’s than a 
discophile’s item. I cannot see any music 
lover (unless he is also a scholar, and then 
he probably could not afford it) buying for 
himself this cocktail of works by Gossec, 
Vogel, Lesueur, Méhul and Paisiello at 
a cost of £15. However it would make a 
wonderful Christmas present and this 
seems to be Columbia’s intention as the 
presentation alone of this album, limited to 
six hundred numbered copies, explains 
more than half the price. The performances 
by the Conservatoire Orchestra under 
Georges Tzipine are as good as possible. 
Once again Columbia heads the Pathé- 
Marconi group releases. My personal 
choice would be a_ Roussel record 
(Conservatoire Orchestra under Tzipine), 
grouping the Sinfonietta, Op. 52, the Petite 
Suite, Le Bardit des Francs and the magnifi- 
cent, long-awaited Psalm LXXX (here, the 
Paris University Chorus shares top honours). 
Another star disc from Columbia is Emile 
Gilels’ recording, with Cluytens and the 
Conservatoire Orchestra, of Rachmaninov’s 


Concerto No. 3, a !display of savoir jouer 
lyricism and virtuosity, which leaves one 
enthusiastic and full of admiration. Another 
Soviet artist, Leonid Kogan, gives a 
breathtaking performance, with the Con- 
servatoire Orchestra, under Ch. Briick, of 
Paganini’s Concerto No. 1, the fill-in 
being Paganini’s Cantabile in D, with 
André Mytnik, piano. 


Kogan, Mytnik and Gilels are also to 
be found on Chant du Monde, the two 
former artists with a _ sensitive, warm 
performance of Beethoven’s Violin and 
Piano Sonata No. 7, the latter with a 
dynamic interpretation of Prokofiev’s Piano 
Sonata No. 2, a version which eliminates 
all competitors. C.d.M. have also a 
remarkable recital, mostly of operatic 
items, by Zaria Dolukhanova, a Soviet 
soprano. 


Collectors’ Series discs are _ well 
represented in La Voix de son Maitre’s 
release. They include the Gigli recording 
of I Pagliacct, the second record coupled 
with an operatic recital by Gigli which I 
listened to with sheer delight; a song 
recital by Tito Schipa, and Landowska’s 
1936-38 recordings of Bach’s Concerto 
BWV1052 and Handel’s Op. 4, No. 6, a 
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great record even if technically dated. In 
their current production V. d. s. M. have 
a cymbalon recital by Ida Tarjani-Toth 
(from the Purcells to Barték) and two 
diction records by Jean Cocteau: (a) his 
poems ; (b) his inauguration speech at the 
Académie Francaise. From Pathé come 
excellent versions of Jacques  Ibert’s 
Symphonie Concertante for oboe and 
chamber orchestra (under Oubradous) and 
Trio for violin, ’cello and harp (Charmy, 
Bartsch and Jacqueline Ibert). 

Karl Engel’s outstanding recording of 
Schumann’s Carnival Jest from Vienna and 
Fantasiestiicke, Op. 12, forms part of the 
Philips release. Another pianist, Eugéne 
Reuchsel gives a sympathetic account of 
popular piano works by Chopin and Liszt. 
Prof. Anton Heiller has recorded the 
second volume of Bach’s complete Organ 
Werks (altogether, more than a dozen 
discs) ; the Pasdeloup Orchestra and Jean 
Fournet give a romantic performance of 
Chausson’s Symphony, while Jean Martinon 
and the Lamoureux are responsible for a 
sparkling version of Roussel’s two Suites 
from Bacchus et Ariane. And from the Vienna 
S.O. under Paul Sacher come elegant, 
typically Viennese performances of Haydn’s 
““ Trauer ” and “ La Reine ”’ Symphonies. 

Fauré’s Requiem, conducted by the 
here undisputed D.E. Inghelbrecht, is the 
star disc of Ducretet-Thomson’s release, a 
masterful, poignant performance, with 
excellent soloists and chorus (Frangoise 
Ogéas, Bernard Demigny, French Radio 
Chorus). The versatile Mr. Inghelbrecht is 
as much at ease in Peer Gynt’s Suites, but 
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here the soprano, Claudy Masmichel, is 
an unimpressive Solveig. And, toujours par 
Inghelbrecht, two popular symphonic 
selections from Faust and Carmen (all the 
above records are with the ThéAtre des 
Champs-Elysées Orchestra). The same 
ensemble under E. Bour have recorded 
Mendelssohn’s Midsummer Night’s Dream 
and The Hebrides, and under. Paul Bonneau 
a new “Night at the Ballet’? (Chopin 
music orchestrated by André Messager). 
D.T. have too a majestic recording of 
Victoria’s In Coena Domini by the Pamplona 
Chorale and, by Daniel Wayenberg, piano, 
Ravel’s Pavane, Gaspard, Sonatine, Menuet 
and Jeux d’eau, which looks like the begin- 
ning of another “ complete” recording. 

Youngsters and teen-agers will adore 
Véga’s recording of Mozart’s Bastien and 
Bastienne, in French, sung by three children 
(well sung too), while for esoterica lovers 
Véga have Joseph Kosma’s Ballade de 
celui qui chante les supplices, a secular cantata 
(poem: Louis Aragon), and a suite from 
the score of the film Les Enfants du Paradis. 

Josquin des Prés’ austere Pange Lingua 
Mass is given a superlative performance 
by the Ensemble Vocal Ph. Caillard, while 
the Ensemble Instrumental Leclair give 
spring-like, witty renderings of Leclair’s 
Concerto for Oboe (Op. VII, No. 3— 
soloist: P. Pierlot) and Blavet’s only Flute 
Concerto (soloist: J.-P. Rampal). Both 
records are under the Erato label, which 
also features three 7 inch 334 r.p.m. records 
of Psalms by the Rev. L. Deiss, sung by the 
Schola du Grand Scolasticat des Péres du 
St. Esprit de Chevilly. 





JEAN SIBELIUS 


By JULIAN HERBAGE 


““1T has been well said that the most 

original genius is the most indebted man. 
Sibelius has followed the direction pointed 
out by the great masters of the past. He is 
the heir of all the ages. It is for this very 
reason that he gives us with a new voice a 
message that has never been heard before, 
and his voice will remain new through all 
the changes and chances of freak and 
fashion. ”’ 

Those words were spoken, on the occasion 
of Sibelius’s eighty-fifth birthday, by our 
own Vaughan Williams, who seven years 
earlier had dedicated his Fifth symphony 
to the Finnish master “‘ without permission 
and in sincere flattery’. A very different 
view was expressed by a well-known critic 
when Sir Thomas Beecham chose to open 
the 1953 Edinburgh Festival with a 
Sibelius concert. ““The mountain laboured’’, 
the critic wrote, ‘‘and brought forth a 
mouse . . . Many had come hundreds, even 
thousands of miles to hear music advertised 
as the finest in the world . . . And what did 
it all add up to ? A concert of second-rate 
provincial music by the Finnish composer 
Sibelius ”’. 

Everyone is, of course, entitled to his 
own opinion about the music of any 
composer, living or dead. These two 


quotations merely record the fact that while 
to some Sibelius is already among the 
immortals, to others he is already a dated 
product of what would probably be called 
post-romantic nationalism. Yet his music 
has never lacked influential and inspired 
protagonists—Bantock and Wood in the 
early days in England, Busoni in his famous 
Berlin concerts, and Toscanini’s four 
consecutive performances of the Fourth 
symphony in New York “in order to 
hammer it thoroughly into the conscious- 
ness of the staggered public”, as the 
composer himself described this remarkable 
attempt at musical proselytising. For the 
past thirty years it has been possible to 
study Sibelius’s complete output to date, 
yet critical assessment of his art is still 
almost as contradictory as it is profuse. 

It would seem, indeed, that there is very 
little left to be said about Sibelius, except to 
declare whether one personally considers 
him to be a genius or not. He has followed 
his own musical path with neither self- 
publicity nor concern for others’ opinions. 
He has never attempted to alter musical 
laws, but rather, to fulfil them. He cannot, 
by his own admission, be called a ‘‘modern”’ 
composer, but rather, a _ respecter of 
tradition. ‘“‘I came to the conclusion ”’, 
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he wrote after a visit to Berlin in 1911. 
“that many present-day composers, ir 
their endeavours to preserve their place ii 
the public eye, through constantly havin: 
to produce something novel and sensationa! 
had lost the power of composing anything 
living based on the old ecclesiastical scales ”’. 

That use of the term “ ecclesiasticai 
scales” immediately stirs the imagination. 
One recalls Gerald Abraham’s comparison 
of Sibelius’s and Borodin’s first symphonies 
and M.D. Calvocoressi’s remark about 
Borodin’s symphonies that their tonal plans 
are ‘‘ founded on modal relations, not on 
the tonal relations of the major-minor 
system”. This in turn calls to mind that 
when Sibelius came to write his Sixth and 
Seventh symphonies, he had absorbed the 
influence of Palestrina, whose music he had 
probably reached through an_ earlier 
absorption in Beethoven’s late quartets. 
There is, indeed, both very little and very 
much to be said about Sibelius, so perhaps 
it would be best to follow the advice of the 
King in Alice in Wonderland. “‘ Begin at the 
beginning and go on till you come to the 
end: then stop”. That, also, is Sibelius’s 
fundamental method as a symphonist. 

All accounts of the composer’s childhood 
seem to have one feature in common— 
they all stress the boy’s gift for immediately 
translating the impressions of all his senses 
into terms of sound. ‘“ For him”’, wrote 
Adam Paul in A Book about a Man, “ there 
existed a strange, mysterious connection 
between sound and colour”, while von 
Konow describes an occasion when the 
smell of rotting hemp inspired the youth on 
getting home to improvise on the piano in 
the form of a grotesque capriccio. The 
effect of thawing ice felt through sodden 
boots produced a more poetic response, and 
the improvisation on this occasion welcomed 
the coming of spring. Another description 
of the young Sibelius’s alertness to nature 
compares his sensitivity to that of an 
animal, a fish jumping in a rapid or a young 
hunting dog that gasps for breath as it 
scents game. In later years the composer 
was to astonish a pupil by mentioning that 
he had sometimes “ heard overtones from 
a ryefield ”, and Rosa Newmarch, writing 
of a visit to Lake Saima in 1910, has recorded 
that Sibelius had at that time a passion for 
trying to catch the pedal notes of natural 
forces. 

It is evident that much of the originality 
of Sibelius’s conceptions arises, directly or 
indirectly, from this gift. A single instance 
must suffice. Before conducting the Fourth 
symphony at a Royal Philharmonic concert, 
Basil Cameron went to study the score with 
the composer. They had reached only the 
seventh page when Sibelius pointed to a 
picture on the wall, painted by his brother- 
in-law, Eero Jarnefeld. “I was with him 
when he painted that picture ’’, Sibelius 
remarked, “‘and I have also put that 
incident in my music”. Luckily Ekman 
has preserved a description of the scene. It 
happened during a day’s visit to the Koli 
hills in Karelia, on the shore of Lake 
Pielisjarvi. ‘‘ It was a wonderful day. The 
wind sang; it was bitterly cold. At one 
moment the sun would shine on the two- 
artists with a cold sparkling light, the next 
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NIGHTS AT THE BALLET Excerpts from the following famous ballets: 
“Carnaval’’; ‘‘Coppélia’’; ‘Swan Lake” 
‘Les Sylphides”’; ‘‘Sylvia’’; ‘‘La boutique 
fantasque”’; ‘‘I Vespri Siciliani’’; ‘‘Casse-Noisette”’ 
WARWICK BRAITHWAITE conducting the 
Royal Opera House Orchestra, Covent Garden 
PMC1008 


SONGS OF STAGE AND SCREEN My heart and I; One alone; The English rose; 
We'll gather lilacs; Lover, come back to me; 
One day when we were young; 
Long ago (and far away); Sympathy; 
Dearly beloved; Can I forget you? 
RICHARD TAUBER with orchestral accompaniment 
PMB1009 
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GREAT TAUBER SONGS Wolgalied; Serenade (Farewell, my love, farewell); 
O maiden, my maiden; Wayside Rose: 
You are my heart’s delight; Girls were made to 
love and kiss; Waltz Song (‘‘ Merry Widow’”’); 
Serenade—Schubert ; Vienna, City of my dreams 
RICHARD TAUBER with orchestral accompaniment 
PMB1006 


BENEATH ITALIAN SKIES A selection of popular songs by Italy’s best-loved 
singers . 
LUCIANO TAJOLI, NARCISO PARIGI, NUCCIA 
BONGIOVANNI, CLAUDIO VILLA, GIORGIO 
CONSOLINI and RENATO RASCEL PMB1033 
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A PARIS Famous songs of French Cabaret, sung by 
ideal YVES MONTAND, and DANY DAUBERSON, with 

make ~ GY LOUIS FERRARI et: son Orchestre, and 
stmas prese” . — TONY MURENA et son Ensemble PMD1030 

cor ; 
eae give JAZZ AT THE ROYAL FESTIVAL HALL Introductory blues; High Society, South side 

stomp; Basin street blues; (I wish I could shimmy 

like my) Sister Kate; Trog’s Blues; The Onions; 
When the saints 
HUMPHREY LYTTELTON and his Band PMD1032 


DANCE TO THE STARS SYDNEY LIPTON invites you to 

DANCE TO THE STARS at your own party 

A selection of popular Quicksteps, Rhumbas, 
Waltzes, Foxtrots, Gay Gordons, Veletas, and 
Sambas, played by 

SYDNEY LIPTON, ROBERTO INGLEZ, KENNY 
BAKER, JIMMY SHAND, SYDNEY THOMPSON 
and their music PMD1032 


JIMMY SHAND scoTTISH COUNTRY DANCES IN STRICT TEMPO 
played by JIMMY SHAND and his Band 
No. 3—A selection of Reels, Polkas, Waltzes, 
Two Steps and Gay Gordons PMD1029 
A selection of Lancers and Quadrilles PMD1021 
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FROM E.M.G. 


Here is the complete answer to the Christmas gift problem. How many times have you thought that you 
would like to give gramophone records to your music loving friends and then paused to wonder whether 
perhaps they already possess the records you want to give, or may not appreciate your choice ? These doubts 
cease to exist when you give E.M.G. RECORD TOKENS, which enable your friends to make their own choice 
from the largest selection of classical records in London. 

At 6 Newman Street there are also six finely equipped audition rooms and everything to delight the music lover. 
Complete and perfect your gift of an ELM.G. RECORD TOKEN by adding the latest edition of The Art 
of Record Buying (3/-), the most up-to-date and the most detailed guide for record buyers ever published. 
If you cannot visit our showrooms, please send us your order. 

Token Cards 6d. each. Exchangeable for records of any make, score, book or other accessories (Value 5/- 
upwards, plus 6d. for the card). We can dispatch E.M.G. TOKEN and “ The Art” to individual friends 
in your name. 


E.M.G. HANDMADE GRAMOPHONES LTD. 
6 NEWMAN STREET, OXFORD STREET, LONDON, W.1 
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they were exposed to hailstorms and strong 
gusts of wind ”’. From this description the 
passage in the Fourth symphony is easy to 
identify. 

We must remember, however, that such 
outer stimuli were, in Adam Paul’s words, 
‘‘ only so many jolts that set the wonderful 
machinery in his brain in action”. When 
a leading Finnish critic attempted to give 
the Fourth symphony a “‘ programme ”’ by 
explaining, movement by movement, what 
landscapes it intended to depict, Sibelius, 
contrary to his usual custom, was provoked 
to protest. While admitting the connection 
between the Symphony and the visit to 
Koli (the work was, after all, dedicated to 
Eero Jarnefelt) he objected to the implic- 
ation that outside impressions had deter- 
mined the content of a work that, above all, 
described experiences of an introspective, 
spiritual nature. 

In a letter to Rosa Newmarch about the 
Fourth symphony, Sibelius expanded this 
self-confession. ‘‘ Inwardly ”’, he wrote, ‘‘ I 
grow stronger and my ideas clearer day by 
day. I begin, like Beethoven (not of course 
making comparisons) to believe that strength 
is really human morality. I mean of course 
strength in its highest and widest sense ”’. 
Ernest Newman put the matter even more 
explicitly when he wrote that Beethoven 
had provided Sibelius with an ideal of 
probity, simplicity and logic in instrumental 
music which Sibelius had developed in his 
own way. It need only be added that, 
like Beethoven, Sibelius had the strength 
of character to achieve his artistic and 
spiritual goal. 

Self-discipline cannot have come easily. 
We are told by von Konow that though 
‘‘ Janne” was a lively and jolly boy his 
temperament was uncommonly sensitive. 
He had strong feelings, and his mood would 
often change without any apparent cause 
from the most carefree high spirits to the 
profoundest melancholy. With such a 
temperament his self-imposed tasks can 
only have been accomplished through 
exceptional moral fibre. There were 
certainly no short cuts in his training as a 
musician. The maxim of his teacher 
Wegelius was that the ‘more original the 
talent, the more necessity there was to give 
it a firm theoretical foundation. Even more 
aggravating must have been the orthodox 
Becker in Berlin, whose motto was “ lieber 
langweilig, aber im Stil” (‘Better dull, 
if in good style’’). Sibelius was able to 
take even this academic medicine without 
flinching, though later on his advice to his 
own pupils was very different: ‘‘ No 
dead notes—every note must live ! ” 

Even more than is the case with 
Beethoven, the development of Sibelius as 
an artist can be traced through his sym- 
phonies alone. The First symphony, 
although already a highly original and 
technically mature work, still shows traces 
of the “Sturm und Drang” of late 
romanticism. While some of its formal 
procedures can be traced to Borodin, its 
romantic mood owes a debt to Tchaikovsky. 
With its strength, individuality and broad 
melody it will assuredly hold its place in the 
epertory as the first great symphonic 
work by a Nordic composer. The Second 
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symphony pays homage to a warmer 
climate, especially in its more classical 
poise. Nevertheless the substratum of 
granite is often more clearly revealed, as in 
the individual and powerfully dramatic 
slow movement. The Third symphony 
presents an almost complete change of 
outlook. No longer is the symphony a 
human document ; Sibelius is here working 
towards the conception he outlined to 
Mahler. ‘“‘ When our conversation touched 
on the essence of symphony, I said I admired 
its severity of style, and the profound logic 
that created a connection between all the 
motives”. The aim is towards directness 
and simplicity, the avoidance of merely 
superficial brilliance and any extra-musical 
(especially romantic) implication. 

To some the Fourth symphony is a work 
standing by itself; to others it shows 
Sibelius having achieved the first part of his 
symphonic ideal. Writing a few years 
later, Sibelius declared, ‘The directly 
symphonic is the compelling vein that goes 
through the whole. This in contrast to the 
depicting’. Such remarks by Sibelius 
might be considered empirical, because his 
symphonic thinking is always fundamentally 
instinctive. It is, perhaps, significant that 
he did not realise that the end of the slow 
movement in the Fourth symphony provided 
a motive that, in diminution, formed the 
opening of the finale. When Basil Cameron 
pointed this out to him, he merely replied 
that it only went to prove his point about 
the inner logic connecting all the motives 
of a symphony. 

The Fifth symphony probably caused 
Sibelius more trouble than any other, and 
it was certainly subject to greater revision. 
It was originally conceived during the 
First World War and produced in celebra- 
tion of its composer’s fiftieth birthday. In 
its final form, “‘ a vital climax to the end. 
Triumphal ”’, it seems to preserve an echo 
of the symphonist of the late 1890s. This is 
even more strange when one realises that 
the beginning of the “ triumphal” final 
movement subconsciously owes much to a 
passage from the most withdrawn of all 
Sibelius’s works, the Voces Intimae string 
quartet. The Fifth symphony, “ in which ”’, 
as Ekman has it, “‘ the master’s creative 
spirit soared like an eagle in the sun above 
a tortured and broken world ”’, has always 
had a strong appeal for the musical public, 
but in Sibelius’s symphonic development, 
as opposed to his actual achievement, it 
often looks backwards rather than forwards. 
It is scarcely remarkable that before the 
final revision of the Fifth symphony was 
completed, the Sixth and Seventh sym- 
phonies were already seething in his 
brain. 

The Sixth symphony is, curiously enough, 
the least appreciated of Sibelius’s symphonic 
works. Yet there is a vernal atmosphere 
throughout and the first movement seems 
like some cosmic awakening after a winter’s 
sleep. It is interesting to observe in this 
opening movement a thematic fragment 
that appears in almost identical form in the 
Seventh symphony and seems to have been 
generated from the “sunrise”? motive in 
Night Ride and Sunrise. In the case of the 
two symphonies this might be mere coinci- 


Jean Sibelius, who celebrates his goth birthday on 
the 8th of December. 


dence, as the composer was working on 
both at the same time. The genesis of the 
fragment, however, in a symphonic poem 
written some fifteen years earlier, and 
based on an experience that took place in 
Ig01, suggests a subconscious musical 
symbolism developed out of the composer’s 
unique ability to translate sense impressions 
into terms of sound. 

The two final masterpieces, Tapiola and 
the Seventh symphony, each last twenty 
minutes or less, and together they compress 
into that short space of time the essence of 
Sibelius the tone-poet and Sibelius the 
symphonist. Forests had fascinated, even 
terrified, the composer from his boyhood. 
‘It happened sometimes”, wrote von 
Konow, his companion on some early 
forest expeditions, ‘‘ that, as darkness fell 
we saw terrifying shapes appearing from 
their hiding places. Then we took to our 
heels as fast as we could”’. There are no 
such hobgoblins in Tapiola, but things far 
more primeval and terrifying. 


‘* Widespread they stand, the North- 
land’s dusky forests, 
Ancient, mysterious, brooding savage 
dreams...” 
This is Sibelius’s masterpiece of “‘ depic- 
ting ’’, as the Seventh symphony is of the 
** compelling vein ”’. 


The Seventh symphony had lived with 
Sibelius for many years. Its original plan, 
according to the composer, was “ Joy of 
life and vitality, with appassionato passages. 
In three movements—the last an Hellenic 
rondo ”’. Those final words are reminiscent 
of Sibelius’s confession that “‘ Homer and 
Horace had a significance in my develop- 
ment I cannot value highly enough ”’. But 
the mention of three movements is also 
interesting. Only rarely has Sibelius found 
that his symphonic material would fit 
the classical four-movement plan. The 
dovetaling of movements had become a 
feature of his symphonic style from the 
Second symphony onwards. It was the 
logical conclusion that in his Seventh 
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symphony he should achieve, despite his 
original intentions, a one-movement form. 
The ‘ compelling vein ”’, the “ profound 
logic that created a connection between all 
the motives ”’ demanded this final solution. 
But how little, fundamentally, the final 
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solution differs from the original plan. The 
whole work sings of joy of life and vitality. 
It is an Hellenic rondo with appassionato 
passages. Nothing more positive has been 
created in the symphonic literature of this 
century. 





FRIEDA 


HEMPEL 


By H. HUGH HARVEY 


Wit H the passing of Frieda Hempel 
(Berlin, October 7th, 1955), the musical 
world has lost an artist of outstanding 
attainment and one whom many considered 
the greatest lyrical soprano of her time. 
She was born at Leipzig on June 26th, 1885, 
and started her career by studying the piano 
at the Leipzig Conservatoire ; later on, 
when her family moved to Berlin, she took 
up singing under Mme Nicklass-Kempner 
at the Stern Conservatoire. In 1905—after 
a certain amount of experience at Schwerin 
—she made her debut at the Berlin Royal 
Opera in Nicolai’s The Merry Wives of Windsor 
and so impressed the Kaiser that he 
arranged for her to become a permanent 
member of the company with which she 
sang regularly until 1912, creating (amongst 
other parts) the Feldmarschallin in the 
Berlin premiére of Der Rosenkavalier under 
the direction of the composer. Her London 
debut took place in the 1907 Season at 
Covent Garden, when she sang her favourite 
role of Eva in Die Meistersinger, also 
Bastienne in Bastien und Bastienne. This was 
Hempel’s only season at Covent Garden, 
but she was also heard in London under 
Sir Thomas Beecham’s direction in 1913 
and 1914 at Drury Lane; she had by that 
time come to be considered one of the 
finest Mozart singers of the day, her Queen 
of the Night in The Magic Flute being 
acclaimed the best performance of that role 
to be heard in London. Generally speaking, 
however, her operatic activities were mostly 
confined to Germany and America, in 
which latter country she eventually made 
her home. 

In the early 1920s she turned her 
attention to the concert stage, and her 
famous “Jenny Lind Recitals” at the 
Royal Albert Hall—in the full costume of 
the period (as were also her flautist, John 
Amadio, and pianist, Coenraad V. Bos)— 
gave her London admirers many oppor- 
tunities of hearing her in some of that 
legendary soprano’s greatest songs; she 
was then at the height of her career, and 
one of the best critics of the day remarked 
that “if Jenny Lind sang better than this 
marvellously accomplished creature, the 
Mid-Victorians were indeed lucky ’”—with 
which estimation the writer of this note 
fully concurs. In her concert appearances 
Mme Hempel never indulged in any of the 
well-worn tricks of the average prima 
donna ; she had no need to do so, for the 
effortless ease with which she sang stamped 
her at once as the finest lyrical soprano of 
her day. Her voice was extraordinarily 
flexible and true and its quality capable of 
a great variety of tone-colour, with ringing 


clarity combined with perfect diction ; in 
addition she was a very beautiful woman 
with a most charming personality—in fact, 
the most perfect artist in every way. Her 
last appearance in London was at the 
Queen’s Hall on October 29th, 1935, when 
she once again demonstrated her remarkable 
ability to project the inner meaning of her 
songs; such singing is rarely—if ever— 
heard nowadays. 

Frieda Hempel made a large number of 
records for H.M.V., but, unfortunately, none 
are available any longer. Considerations 
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of space preclude more than a mention of 
a bare half-dozen, which the writer has 
picked out as being representative of her ar: 
in its finest period : 

DA382: On Wings of Song (Mende'- 
ssohn) and Hark, Hark the Lark 
(Schubert). 

DA557: Widmung (Schumann) and 
Wiegenlied (Mozart). 

DB331: Che pur aspro al cuore, from 
Il Seraglio, and Infelice, sconsolata. 
from The Magic Flute (Mozart). 

DB353: Deh! vieni, non tardar, from 
The Marriage of Figaro (Mozart) ; 
Si, mi chiamano Mimi, from Lo Bohéme 
(Puccini). 

DB365: Der Hédlle rache (Aria of the 
Queen of the Night), from The Magic 
Flute (Mozart) ; Schén glimmt der 
Weihrauch, from Lucia di Lammermoor 
(Donizetti). 

DB373: Kann mich auch an ein Madel 
erinnern (Aria of the Feldmarschallin). 
from Der Rosenkavalier (Richard Strauss) : 
Oh, d’amor messaggera—Valse, from 
Mireille (Gounod). 





THE CRITICS’ 


ACH of our reviewers has been asked to 

selected six recordings from the issues of 
1955 which he considers to be outstanding. 
Where more than one interpretation of a 
work is available within the period it is 
assumed that a reviewer will give preference 
to merits of performance over those of 
recording while admitting to his list nothing 
that can be called an unsatisfactory record- 
ing, even though it may not reach the 
highest standards. 

Making a choice for these lists will 
occasion much heart searching, for many 
more recordings will present themselves for 
final approval than can be included. 

The lists will be essentially personal choices 
and will obviously be compiled from very 
different points of view. In that fact will 
lie a great deal of their interest. 

* * * * 


Of the records that have come my way 
in 1955, I have most enjoyed: Handel’s 
Six Concerti Grossi, Op. 3, played by the 
Boyd Neel Orchestra conducted by Boyd 
Neel (Decca LXT5020). This little-known 
music is scored with astonishing imagina- 
tion, and played here with a real sense of 
style. Mozart’s Quartets K.465 and 575 by 
the Amadeus String Quartet (H.M.V. 
ALP1283). The first of these works is as 
good a quartet as there is, and in another 
sense the same might be said of the Amadeus. 
Beethoven’s Violin Concerto by Bronislav 
Gimpel with the Bamberg Symphony 
Orchestra conducted by Hollreiser (Vox 
PL9340). I have written about this fine 
record elsewhere in this month’s issue. The 
same composer’s Piano Sonatas, Op. 57 
(‘* Appassionata *’) and Op. 101, by Solo- 
mon (H.M.V. ALP1272). The most 
exciting piano playing of the year, and 
superbly recorded. Elgar’s ‘“‘ Enigma” 
Variations, ‘‘ Cockaigne ’’ Overture and 
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Serenade for Strings played by the Royal 
Philharmonic Orchestra conducted by Sir 
Thomas Beecham (Philips ABL3053). The 
best “‘ Enigma” yet. The music is played 
with an affection one hardly expected this 
conductor to show for this composer. The 
quality of the orchestral sound on this disc 
is very good indeed. And finally, Janacek’s 
Diary of a Young Man who Disappeared sung 
by Ernst Hafliger (tenor) and _ others 
(Philips ABR4041). This recording, made 
at a public concert, is not perfect but it will 
convince you that Janacek was a very great 
song-writer. For me this was one of the 
most moving records of the year. 
Rocer Fiske. 

* * * * 

Really good performances of Haydn 
symphonies, satisfying in style, balance and 
recording, are so rare that I want to mention 
two discs of them and hope the Editor won’t 
mind if I cheat slightly and count them as 
only one of my six choices. There were 
Symphonies Nos. 26 and 36—rarities, these 
—by the Vienna Chamber Orchestra under 
Anton Heiller (Parlo. PMAro16) and the 
more familiar Nos. 88 and 1o1 by the 
Vienna Philharmonic Orchestra under 
Minchinger (Decca LXT5040). Then Iam 
sure that Scherchen’s remarkable perform- 


_ances of Beethoven’s 2nd and 8th sym- 


phonies must find a place. These were with 
the Philharmonic Symphony Orchestra of 
London (Nixa WLP5362). And while I am 
thinking of symphonies, there is Toscanini’s 
**New World” (one need scarcely name 
the composer) with the N.B.C. Symphony 
Orchestra (H.M.V. ALP1222), a perform- 
ance that seems to me to stand out, even 
among the best of its many rivals. Horen- 
stein’s conducting of Bruckner’s gth Sym- 
phony with the Pro Musica Orchestra (Vox 
PL8040) gave me special pleasure, for it 
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“Der fliegende Hollander”’ 


(Romantic Opera - Sung in German) —Richard Wagner 


JOSEF GREINDL - ERNST HAFLIGER - ANNELIES KUPPER 
SIEGLINDE WAGNER - JOSEF METTERNICH 
WOLFGANG WINDGASSEN -. RIAS KAMMERCHOR 
RIAS SYMPHONY ORCHESTRA, BERLIN 


Conductor : FERENC FRICSAY DGM 18063-5 


SYMPHONY No. 4, F MINOR—Tschaikovsky 
RIAS Symphony Orchestra, Berlin 
Conductor: FERENC FRICSAY DGM 18039 


Famous SYMPHONY No. 4, G MAJOR—Dvorak 


The Bamberg Symphony Orchestra 


° Conductor: FRITZ LEHMANN DGM 1814! 
Artists 


PIANO CONCERTO No. 3, C MINOR—Beethoven 
WILHELM KEMPFF, Piano 

* The Berlin Philharmonic Orchestra 
Conductor : PAUL VAN KEMPEN DGM 18130 


Superb HEINRICH SCHLUSNUS RECITAL 
Songs by Brahms, Schubert, Richard Strauss and Hugo Wolf 
Piano Accompanists : Sebastian Peschko - Michael Raucheisen 
Recordings Franz Rupp DGM 18029 


‘““ WANDERER ” FANTASY, OPUS 15 
MOMENTS MUSICAUX, OPUS 94—Schubert 
ADRIAN AESCHBACHER, Piano DGM 19001 





TENTH RELEASE - AVAILABLE Ist DECEMBER 


Please write for inclusion in our mailing lists to: 
HELIODOR RECORD COMPANY LIMITED «+ 8 CLARGES STREET * LONDON, W.I +» GROSVENOR 3095 
SUBSIDIARY COMPANY OF THE DEUTSCHE GRAMMOPHON GESELLSCHAFT, HANNOVER 
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All the zest of the artistes ; 
the captivating exotic rhythm ; 
the gaiety, romance and colour of old Brazil ; 
that’s your favourite samba. 
Played in the Monarch manner, it’s a fireside 
fiesta of sparkling, non-stop entertainment whether 
you like to sing, dance or just dream. 
The Monarch Automatic Record Changer is fitted in 
the best radiograms and players. Make sure 
it’s in the set you buy. Ask your radio stockist for a 
demonstration to-day. 
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AUTOMATIC RECORD CHANGER 


NOTE THESE STAR FEATURES 

* Exclusive ‘‘ Magidisk”’ selector 
giving quick, quiet changes of any 
10 records, 7 in., 10 in. and 12 in. 
mixed in any order. 

* Plays records of all speeds—78, 
45 or 33} r.p.m. 
High fidelity crystal cartridge 
pickup with dual sapphire styli 
for standard and L.P. discs. 
**Rotocam” simplest of all 
combined 3-speed control and 
auto-stop switch. 
Precision built for a lifetime’s 
trouble-free use. 
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Wolds most wanted Uulochunger | 


Insist on having the Monarch in the set of your choice. 
The present heavy demand may mean a slight delay, but 
you will find it worth waiting for. 


Every genuine unit bears the B.S.R. seal of quality. 


BIRMINGHAM SOUND REPRODUCERS LTD., MONARCH WORKS, OLD HILL, STAFFS. 





The GRAMOPHONE 


LOOK (41 He name 








+ fore 


BROADCASTER 

















For B.S.R. T/C/4 For B.S.R. T/C/4 For For B.S.R. HGP For B.S.R. HGP 
334 — 45 R.P.M 78 R.P.M. S.T.D. B.S.R. HGP 59/LP 37 LP. 37 S.T.D. 


L.P. Long Playing Standard Playing B.S.R.HGP59/STD Long Playing Standard Playing 








Trailer for Heavy Straight for Stand- Lightweight for 
Magnetic Pick-up ard Crystal Pick-up Miniature Pick-up 


PERFECT REPRODUCTION-STOCKED BY 
ALL GOOD DEALERS 


% 


If supplies are_unobtainable locally please write 


J. & A. MARGOLIN LTD. 


Plus-a-Gram House, 112-116 Old Street, London, E.C.| 





The GRAMOPHONE December, ‘1955 


FRENCH 


but Vite! 


Learn French as they speak it in France—quickly, easily, 

and at low cost. Learn it through the DAILY EXPRESS course 
in spoken French—‘Basic Conversational French’—now on 

sale at all Keith Prowse Branches. A few enjoyable minutes 

during the long winter evenings, then—Paris in the spring! 
Wonderful for anyone—merveilleur when you speak French! 
‘Basic Conversational French’ is the result of years of research 
into all systems of language tuition. It comprises 80 minutes’ 
spoken French on long-playing records, plus a 450-page textbook. 
The records are spoken by French men and women who are 
experts in language teaching. The textbook is lavishly illustrated, 
clearly set out and fun to use. The whole course is designed to 
teach YOU French quickly—without tears! 

The price of the complete course—with no extras, no instalments, no 
fees of any kind to pay—is £4.10s. Stocks are limited—so get your 
course today, from your nearest KEITH PROWSE Branch. 


BRANCHES: 90, New Bond Street, W.r. 
159, New Bond Street, W.1. 
5/6, Coventry Street, W.1. 
47, Kensington High Street, W.8. 
50, Fenchurch Street, E.C.3. 
45, Aldwych, W.C.2. 
129, Baker Street, W.1. 
71, Bishopsgate, E.C.2. 
93, Knightsbridge, S.W.r. 
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has an authority and understanding without 
which this composer’s music does not 
convince. 

That’s four of my six gone—and I seem 
to have enjoyed so many good things ; 
There was Soriano’s playing of Falla’s 
Nights in the Gardens of Spain, an incompar- 
able performance. For this Argenta con- 
ducted the Madrid Chamber Orchestra 
with, on the reverse, Rodrigo’s Concierto de 
Aranjuez, with Narciso Yepes as the guitar 
soloist—not in itself quite getting into my 
list, but a picquant addition to the Falla 
(London International TWog1019) 

Finally, the delightful Nutcracker ballet of 
Tchaikovsky (not just the Suite, but the 
complete thing) which Dorati conducted 
with the Minneapolis Symphony Orchestra 
(Mercury OL-2-101)—and that is another 
cheat, for it takes two discs ! 

TREvorR Harvey. 
* * * * 


From this annus mirabilis I pick first 
H.M.V.’s La Damnation de Faust (ALP 1225-7) 
because it is a fine recording of a superb 
performance of a musical masterpiece 
which, until today’s LP recording trans- 
formed the circumstances of gramophone 
listening, had to remain a more or less 
closed book. Now I defy anyone to listen 
to this set on a good reproducer, with eyes 
closed and not find the darkness thronged 
with the very creatures of Berlioz’s brain 
and heart. It provides a perfect example 
of the engulfing musical experience via 
the gramophone. 

For similar reasons I pick the Duetsche 
Grammophon version of Verdi’s Requiem 
(DGM18155-6), a rich recording of a 
thrilling performance which can procure 
for you in a bed-sitting room the apocalyptic 
thunders of the Sistine ‘‘ Last Judgment ” 
—a modern miracle, unknown of old. 

My third choice—though this would be 
better still in the flesh, and seen—is the Decca 
Figaro (LXT5088-g91), so fine, so full, so 
uncut or hurried ; not, it is true, always 
ideally “smiling”, but stylistically most 
beautiful; a memorial to the art of 
Kleiber and the fine artists involved. 

Apart from these three works, which 
could never surely become ‘‘ white 
elephants ”, but may seem unobtainably 
expensive, I would point to the pleasure 
given me by a Columbia recital of French 
songs by Nan Merriman with Gerald 
Moore—Debussy, Duparc and Fauré, finely 
done for the greater part (33CX1213) ; a 
potted single disc of the high lights from 
Verdi’s Otello, on Philips (ABL3005), with 
Steber and Vinay in fine form: and in 
lighter mood, a London International 
anthology called Paris 1900 (TW91062)— 
with inimitable ditties sung by Fernandel 
and others. Puitip Hope-WALLACE. 

* * * * 


_Two Hindemith discs come to mind 
hrst: Nixa WLP5299, which couples the 
two String Trios in quite brilliant per- 
formances by Pougnet, Riddle, and Pini, 
quite faultlessly recorded ; and Philips 
AB{.3045, which couples the Schwanendreher 
Vio'. Concerto with Walton’s—long over- 
due »n LP, and here done beautifully by 
Prir:rose. Then more fine solo string play- 
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ing on Decca:'LXT5062: Zara Nelsova 
coupling Bloch’s Schelomo and Voice in the 
Wilderness—the' ‘most characteristic ’cello 
music ever written, and among the most 
moving. 

Of Prokofiev’s Fifth Symphony I am not 
so fond as of-his Classical ; but their fine 
coupling by Horenstein and the Goncerts 
Colonne Orchestra:'on Vox PLg170_ is 
surely effective advocacy for both of them. 
Debussy’s piano music needs no advocacy ; 
if it did, I don’t see how it could have better 
than Hans Henkemans gives some of the 
smaller pieces on Philips ABR4023. 

Finally, torn between Decca’s Sibelius 
symphony set and the classics, I choose a 
classic, as if they were in any danger of 
being overlooked: Schubert’s Great C 
major, played expansively (and expensively) 
on D.G.G. DGMr18015/6 by the Berlin 
Philharmonic. under Furtwangler at his 
Very best. Matcotm Macpona.p. 

* * * * 


The list below. is chosen on the basis of 
the records I would least like to be deprived 
of. For that reason very fine recordings of 
standard works have not been included. 
Seldom will I be getting these down from 
the shelves to play, except for professional 
purposes. Top of the list comes Ariadne ouf 
Naxos (Col. 33C0-X1292-4), the first complete 
recording of a Strauss opera other than the 
standard three. Elisabeth Schwarzkopf’s 
*““Du wirst mich befreien” (page 122, 
vocal score) seems to me the most glorious 
piece of singing of the year; the set as a 
whole bathes one in pleasure even though 
I can’t get the ends of the sides to play 
without distortion. Next, the Great Scenes 
from Arabella on Columbia 33CX1226, also 
with Schwarzkopf. Decca’s Tse Turn of the 
Screw (LXT5038-9) and Philip’s The Rake’s 
Progress (ABL3055-7) must both find a place 
in the list, for reasons given when I reviewed 
them. Among the Mozart operas, I hesitate 
between the LP reissue of the Glyndebourne 
Don Giovanni (H.M.V. ALP1 199-201), which 
seems to me a more stylish and enjoyable 
performance than any of its modern com- 
petitors, and the new Entfiihrung aus dem 
Serail from Berlin (D.G.G. DGM18184-5), 
deciding eventually for the latter—the very 
fine recording and the bewitching orchestral 
detail allow one to drop vocal standards a 
little. Finally, the Philips disc of Stravinsky’s 
Oedipus Rex (ABR3054) seems to me a model 
performance and recording which will bear 
a good deal of repetition. No chamber 
music ? Because—apparently like many of 
THE GRAMOPHONE’s correspondents—I find 
little to suborn my loyalty to well-loved old 
78 albums. ANDREW PorTER. 

* * * * 

Putting the composers of the works I have 
chosen in alphabetical order, I begin with 
Bach, and so with Rosalyn Tureck’s 
wonderful performance of the ‘*48” Preludes 
and Fugues, complete on Brunswick AXTL 
1036-41, and continue with Backhaus’s 
masterly playing of Beethoven’s “‘ Diabelli ”’ 
Variations (Decca LXT5016).  Bartdk’s 
Violin Concerto reveals all its beauties in the 
glowing and vital performance by Ivry 
Gitlis, with Jascha Horenstein conducting 
the Pro Musica Symphony Orchestra of 
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Vienna on a disc that includes also the 
Sonata for Salo Violin: less accessible music, 
but as: played here a rewarding work to 
study (Vox PLgo20). 

We are unlikely to hear in our time so 
beautiful a performance as Fischer-Dieskau 
and Furtwangler give of Mahler’s Lieder 
eines fahrenden Gesellen ; this disc has seven 
songs from Brahms’s Op. 32 on the reverse 
(which include ‘‘ Wie bist du, meine Kénigin’’) 
finely sung, and well accompanied by 
Hertha Klust (H.M.V. ALP1270). Last of 
all, two operas, both of which will give 
unending joy and delight: Mozart’s Cos? 
fan tutte (Columbia 33CX1262-4) and 
Verdi’s Falstaff (H.M.V. ALP1229-31), the 
first with Karajan and a superlatively good 
cast, the second less well cast, but with 
Toscanini as its bright particular star. 

ALEC ROBERTSON. 

(It is understood that technical difficulties at present 
delay production of the ‘‘ 48’, but it is anticipated 
that they will shortly _ available again.) " 

* 


Partly through having been out of the 
country for the first half of the year and 
thus having heard fewer of the English 
releases, partly because I suspect we are all 
becoming more and more exacting (no bad 
thing), I can raise only four nominations for 
the recommended list: Schénberg’s Five 
Orchestral Pieces and Hindemith’s Symphonic 
Metamorphosis of themes by Weber (Chicago 
S.O./Kubelik), H.M.V. ALP1251, for won- 
derful reproduction of terrific playing ; 
Lambert’s Eight Poems by Li-Po (Young/ 
Argo Ch. Ens./Groves), Argo RG5o0, for 
sensitivity, delicacy and model enunciation ; 
Guitar Music of Spain (Laurindo Almeida), 
Capitol CTL7089, for a most artistic 
performance ; and Paganini’s Violin Con- 
certo No. 1 (Rabin/Philharmonia/Matacic), 
Col. 33CX1281, for sheer virtuosity. 

LIONEL SALTER. 
* * * * 

I should have found it easier to choose 
either one or a dozen outstanding records 
that I have reviewed this year than six. 
Had my choice been limited to one it would 
undoubtedly have been the Operetta 
Recital by Hilde Gueden on Decca 
LXT5033. It would be difficult indeed to 
find a flaw in it, either vocally, orchestrally 
in choice of music of its kind or from the 
point of view of recording. Only one other 
of my choices is vocal and it is the remark- 
ably successful reissue in 45 r.p.m. form of 
five songs by John McCormack (H.M.V. 
7ER5054). 

The almost complete Sylvia played by the 
Philharmonia Orchestra under Robert 
Irving on H.M.V. CLP1058 is my next 
selection, not only for its inclusion of much 
delightful but virtually unknown music, but 
for its excellent playing and recording too. 
And I should not like to be without Philips 
NBL5019 containing Gaiété Parisienne and 
Les Sylphides, superbly played by the 
Philadelphia Orchestra under Eugene 
Ormandy. As I said last month, to my ears 
this selection from the former is, for purely 
aural purposes, to be preferred to the full 
suite. 

Since long-playing started there have 
been several notable records of the music of 
Johann Strauss and his family, but outstand- 
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ing among them is the recent D.G.G. 
(DG16003) played by the Stuttgart 
Orchestra under Ferdinand Leitner. My 
final choice is the Carmen Suite and 
L’Arlesienne Suite No. 1 played by the 
Vienna Symphony Orchestra under Mario 
Rossi on Nixa PVL7002 and in which I 
like now the bite of the strings even more 
than when I wrote about it last month. 
W. A. CHIsLeTT. 


* * * * 


For me 1955 has not been a vintage year. 
Though the quality of the best things was 
satisfactory, the crop was limited, and the 
worst—but into such horrors I needn’t go. 

My favourites ? Five of the six are long- 
playing collections, which I suppose is a 
sign of the times. First, I think, must come 
Catherine Sauvage (Philips BBR8o13), a 
collection worth having just for the macabre 
and superbly vigorous La Fille de Londres. 
Patachou (Philips BBR8017), including 
Les Fambres Roses, Mon Homme and (a 
favourite of mine), Le Piano du Pawvre, 
represents this versatile artiste at her best. 

Paris, tu n’as pas changé (H.M.V. 
DLP1076), has Jean Sablon singing the 
title song, one of the new favourites, 
Gilbert Bécaud, singing Méqué, Méqué, and 
Yvette Giraud, Suzy Delair and Luis 
Mariano making up a lively programme of 
French cabaret. My fourth choice (the 
only 78) is Yves Montand’s version of La 
Goualante du Pauvre Jean (Parlo. DPF 78). 

My fifth is a gentle Italian selection 
(Col. 3381077) sung by Ugo Calise to his 
own accompaniment on the guitar; and 
my last a more exciting and exotic novelty, 
Paraguayan Songs (Philips BBR8074) by 
Parana, Garcia and Barboza. 

Lintan Durr. 
* * s * 

To choose six records from all those which 
come within the category of Miscellaneous 
and Dance is not easy. On the other hand 
we need not consider the purely ephemeral 
records of hit tunes crooned by the boys and 
girls of the U.K. and the U.S. Are there, 
then, any records that can be taken down 
from the shelf in the future ? I have noted 
fifteen, from which I must choose six. Here 
they are. The Investigator, the political 
satire, bravely issued and brilliantly pro- 
duced on Oriole MG20006. Second, the 
recorded version of Salad Days on Oriole 
MG20004, a landmark in theatrical record- 
ing, giving a complete, if necessarily 
abridged, entertainment, with sufficient 
dialogue to make sense. Next, Teddy 
Wilson’s piano LP on Philips BBR8065, a 
record to enchant most tastes, and a fine 
memory of this fastidious artist. Comedy is 
rare on records these days, but no library 
would be complete without something by 
Beatrice Lillie, and Brunswick OEgogI 
collects four of her songs, while Benny Hill’s 
solitary recording on Decca F10442 is worth 
its place until he does it again with other 
numbers. This is a masculine counterpart 
of the Gracie Fields we used to know so 
many years ago. Lastly, this month’s record 
of The Music of Julian Slade, a conspectus of 
a young man of talent and a fine example of 
production (Oriole MG20005). 


* HARLEQUIN”. 
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1955 has been a wonderfully productive 
year in traditional jazz ; but my choice is 
for the superb Jelly Roll Morton issue on 
H.M.V. DLP1071, as it contains the very 
créme de la créme of all that was great in the 
music of one of jazz’s greatest personalities 
and exponents; then I would choose 
the miraculous 1923 recording, equally 
miraculously transferred on to LP, of the 
King Oliver Jazz Band (Col. 3381065). 
The crystal clarity of these thirty-two-year- 
old tracks is an inspiration to anyone 
interested in the technique of recording, 
and the music perpetuated is without 
parallel, as it flows and rides easily, with 
such perfect cohesion. Thirdly, I would 
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nominate the Louis Dumaine Jazzola Eight 
on H.M.V. 7EG8119. This record contains 
some rare jazz of great vintage, raw material 
for the more polished Oliver, Morton and 
other bands that left New Orleans. Dumaine 
preferred to stay, as did the great Bunk 
Johnson, and while the former was not as 
great as the latter, the overall sound of his 
band was of free-sounding jazz, with some 
exciting soli by clarinettist Willie Joseph. 
Ouiver Kinc. 


(It was intended that the “ Jazz and Swing” 
section should be ogg by a further three titles 
Srom Edgar Fackson, but unfortunately he is 
indisposed.) 





BOOKS FOR CHRISTMAS 


The Life of Kathleen Ferrier, by her sister, 
Winifred (Hamish Hamilton, 15s.), is all 
the more moving for the simplicity and 
modesty with which it is written (the 
authoress refers to herself throughout in the 
third person). 

Professionally and personally, as Miss 
Ferrier says, her great sister was a “ lone 
she-wolf”’: but the various sketches of her 
given to us in the Memoir are here replaced 
by a full-length portrait that teils all that 
can be told and increases, if possible, our 
love and admiration for the splendid 
qualities of spirit and character that made 
Kathleen Ferrier what she was. The book 
is enlivened by many quotations from the 
singer’s delightful and warm-hearted letters 
—no one was ever less of a prima-donna— 
but includes one that shows how firmly she 
could deal with managerial lack of tact 
and unfairness: it ends up, characteristic- 
ally, by her saying she was “ firm friends 
now” with the offending American 
impresario. 

There are many excellent photographs 
in the book — including a _ wonderful 
** portrait ” by Lotte Meitner-Graf which 
haunts the memory—and also a list of her 
repertoire, taken from her notebook, and 
four musical quotations (occupying each a 
page) of songs in which she especially 
excelled. 

* * * * 


For the newcomer to opera, and indeed 
also for the more experienced, Lionel Salter 
has provided an admirable handbook called 
Going to the Opera (Phoenix House, gs. 6d.), 
in which he hits the target as firmly in 
the middle as he did in his Going to a Concert 


in the same series. The reader is treated as. 


an adult and he is shown, in photographs as 
well as in the text, what happens in the 
opera house and what it all looks like on 
both sides of the footlights, as well as in 
** sound ” and T.V. studios. We meet the 
managerial and theatre staff-and the 
musicians, discover how a production is put 
on and takes shape, we are presented with a 
convincing argument for opera in English 
(with some revealing examples of good and 
bad translations), there is some potted 
history of the development of opera 
(including light opera) and some excellent 





advice as to how to get the best out of 
opera on records, radio, and T.V. I wish, 
though, the author had put in a word here 
for the use of vocal scores. There is one 
factual error. Berg’s Wozzeck is not a 
twelve-tone work: it was not until 
four years after he had finished the opera 
that the composer turned to twelve-tone 
writing, in certain movements of the Lyric 
Suite. 

Old hand though I may be, I found every 
page of this small book of great interest and 
I most cordially recommend it. 

* * * * 


That indefatigable author Percy Young 
has written a full-length life of Elgar, 0.M. 
(Collins, gos.), which leaves one with a 
clear picture of the complex character of the 
great composer and discusses all his work— 
with, however, rather too few musical 
examples, and these all placed at the end 
of the book—in too short a space. There are 
260 pages of biography to 122 dealing with 
the music. In this latter section I found the 
chapter on Elgar’s unfinished opera of 
particular and melancholy interest. If only 
he had put aside the projected symphony 
and devoted himself to the opera : and above 
all if only he had been granted six more 
months of life, we might have had both 
complete, instead of a handful of sketches 
of both. 

The chapter on “The man himself”, 
which gives, as it seems to me, a faithful 
picture of Elgar, ends by telling us why the 
composer never wrote his autobiography : 
“He felt it to be superfluous”. When 
asked the meaning of his ’cello concerto, 
he replied: ‘‘ A man’s attitude to life”. 

Dr. Young quotes a good number of 
Elgar’s letters in this book, many of great 
interest, and has, I see, a volume of the 
letters in preparation for publication next 


year. 
* * * * 


The Opera Annual, edited by Harold 
Rosenthal (John Calder, 21s.), makes its 
second appearance and has, I am glad to 
see, come to stay. As this is a Mozart 
bi-centenary number there are articles 
dealing with The Modern Cult of Mozart 
(Edward J. Dent), Mozart in Italy (Vittorio 
Gui), Problems in Mozart (Karl Bohm). ¢tc., 
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PRIMAE VESPERAE IN NATIVITATE D.N. JESU CHRISTI 


(The Vespers of Christmas Eve) 


Choir of Monks of the Benedictine Abbey of St. Martin, Beuron 
under the direction of P. Dr. Maurus Pfaff, O.S.B. 
AP 13005 


* 
JOHANN SEBASTIAN BACH 


“ICH WILL DEN KREUZSTAB GERNE TRAGEN ” 


BWV 56 


“ICH HABE GENUG” 


BWV 82 


DIETRICH FISCHER-DIESKAU, Baritone - HERMANN TOTTCHER, Oboe - BERLINER MOTETTENCHOR 
Chamber Orchestra conducted by KARL RISTENPART 


APM 14004 
* ee ee 
CHORAL PARTITA ON “SEI GEGRUSSET, JESU GUTIG” 


CANONIC VARIATIONS ON “VOM HIMMEL HOCH, 
DA KOMM’ ICH HER” 


BWV 769 
FUGA SOPRA IL MAGNIFICAT 
BWV 733 
HELMUT WALCHA 
at the small organ of St. Jakobi, Liibeck and the Schnitger-Organ in Cappel 
APM 14030 


GEORGE FREDERICK HANDEL 


SUITE No. 5, E MAJOR 


CHACONNE, G MAJOR 
Karl Richter, Harpsichord 


AP 13023 


HENRY PURCELL 
15 FANTASIES 


Viols of the Schola Cantorum Basiliensis 
APM 14027 
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CONCERTOS OPERAS 


BACH : Italian (and Chromatic Fantasia) (Malcolm.hpscd) ... LW5170 19/6 AIDA (Verdi) : Tebaldi and Rome Opera ‘ie on «. &XT2735/7 118/103 
Brandenburg 2nd and 3rd (Baroque instruments) ... API3016 29/63 AMAHL & THE NIGHT VISITORS (Menotti) : TV cast) ALPII96 39/74 
Brandenburg 4th and 6th (Munchinger) ... .... LXT2501 39/74 ARABELLA (R. Strauss) : Highlights Schwarzkopf, etc. ... CX1226 39/7} 

BEETHOVEN : 2nd Piano (Solomon/Philharmonia) ... BLPIO24 29/64 ARIADNE AUF NAXOS (R. Strauss) : Schwarzkopf, etc. Alb. 118/103 

3rd Piano (Fischer/Philharmonia) ...  ... BLP1063 29/64 BEGGARS’ OPERA : Festival cast—Sargent vee ese, CLPIOS2/3. TIN 

ath Piano (Sclomon/Phitharmonia)... ... BLPIO36 nn BOHEME (Puccini) : Tebaldi, Prandelli, etc. LxT2622/3 79/3 

Co _—s CAVALLERIA RUSTICANA (Mascagni) : LaScalaw. Callas CX1182/3 66/03 
iolin. (Menuhin/Furtwangler)  ... ... ALPI100 39/73 COSIF ‘ ie 

BRAHMS : Ist Piano (Serkin/Cleveland—Szell) ie ... ABL3028 38/3 StFAN TUTTE (Mozart) : Schwarzkopf, Bruscantini, ete. Alb. 404 

2nd Piano (Backhaus,V.P.O.—Schuricht) .. LXT2723 39/73 DIDO & AENEAS (Purcell) : Flagstad & Mermaid Theatre ALP1026 39/7} 
Violin in D (Oistrakh/Dresden State)... _.. DGMI8199 39/74 DON CARLO (Verdi) : Stella, Fillipeschi, Gobbi, Christoff Alb. 158/6 
Double (de Vito/Baldovino/Philharmonia) BLP1028 29/63 DON GIOVANNI (Mozart) : Siepi, della Casa, ViennaOpera LXT5103/6 158/6 

BRUCH & MENDELSSOHN : Violin. (Campoli/N.S. ©.) LXT2904 39/73 DREIGROSCHENOPER (Weill) : Highlights (original cast) LGM65028 29/64 

DVORAK : ‘Cello. B minor (Janigro;Vienna/Dixon) ..» WLP5225 39/73 ELISIR D’AMORE (Donizetti) : Carosio, Gobbi, Monti... ALP1067/8 79/3 

ELGAR :: Violin. Op. 61 (Campoli/L.P.O./Boult) =< ... LXTSOI4 39/73 ENFANT ET LES SORTILEGES es w. mnie, co 

GERSHWIN : Piano in F/Rhapsody in Blue (Katchen) ... LXTS5069 39/74 Ansermet - 

GRIEG : Piano. A minor (Lipatti/Philharmonia) oe ... C1040 29/63 ENTFUHRUNG Aus DEM SERAIL (Mozart) : Sader, 

HANDEL : Organ, Op. 4, 2 and 4 (G. Jones/Philharmonia)..._ DLP1037 26/5 Greindl, etc. ... DGMI8184/5 79/3 

Organ, Nos. 8 and 16 (G. Jones/Philharmonia)... DLP1052 26/5 FALSTAFF (Verdi) : asennad w. ‘Weltenee, ten Nelli H.M.V. Alb. 118/10} 

HAYDN : Horn/Trumpet. (Koch/Wobitsch/Vienna) ... HLP1I038 39/74 FAUST (Gounod) : Victoria de los Angeles, Christoff, etc. H.M.V. Alb. 158/6 

MOZART : Bassoon K191/Clarinet K622 (w. L.S.O. —Collins) LXT2990 39/73 FLEDERMAUS (J. Strauss) : Schwarzkopf, Gedda & Kunz CX1309/10 79/3 

4 Horn Concerti (Brain/Philharmonia) . ... CXI140 39/73 GOTTERDAMMERUNG ean) ¢ owed ey 
Piano K450 and Sonata K331 (Solomon/ete. ) ... ALPII94 39/74 Furtwangler _... ALPIOI6 39/74 
PAGANINI: Violin No. 4. (Grumiaux/Lamoureux) ABR4024 28/8 HANSEL AND GRETEL (Humperdinck) : Schwarzkopf 


RACHMANINOV : Piano No. 2 (Pennario/St. Louis Sym.) CTL7093 39/74 and Grummer . CX1096/7 79/3 
Paganini vars/Dohnanyi vars (Katchen) LXT2862 39/73 ITALIAN IN ALGIERS (Rossini) : Ls Scala, w. Simionato CX1215/6 79/3 


SCHUMANN : Piano A min./GRIEG : Piano —eadeaa CLP1008 33/114 LUCIA DI LAMMERMOOR (Donizetti) : LaScala,w. Callas CX1131/2 79/3 
SIBELIUS : Violin. D min. (Oistrakh/Stockholm) ... .. C1036 29/64 MADAM BUTTERFLY (Puccini) : La Scala, w. Callas .... Col. Alb. 118/104 
TCHAIKOVSKY : Piano No. | (Cherkassy,Berlin Phil.) ... DGMI8013 39/73 MAGIC FLUTE eos agen nivetia Husch— 

Violin Concerto (Oistrakh/Dresden) ... DGMI8I96 39/74 Beecham H.M.V. Alb. 118/10} 


VIVALDI : The Four Seasons (Barchet/Stuttgart) ... ... LXT2600 39/74 MAMELLES DE TIRESIAS (Poulenc): Duval wat Opera. 
Comique CX1218 39/74 


MARRIAGE OF FIGARO (Mozart Siepi, della Casa, 
Vienna ... LXTS5088/91 158/6 


KEYBOARD NORMA (Bellini) : ‘ Sain, w. ‘Callas ond Saleniend... ‘ Col. Alb. 118/10} 
ORFEO (Gluck): Abridged. Ferrier and Glyndebourne cast LXT2893 39/74 
BACH : Italian neem Fantasia and pe OTELLO (Verdi): w. Vinay as Otello, c.—Toscanini ws HLMLV. Alb. 118/10} 
ng oe ii a LvEtne PAGLIACCI (Leoncavallo) : La Scala, w. di Stefano & Gobbi CX1211/2 66/04 
uemieen ugue in D/Fantasia and Fugue LW5095 PURITANI (Bellini) : La Scala, w. Callas and di Stefano... Col. Alb. 118/10} 
BEETHOVEN: Moonlight and es Adlewn sonatas (Solomon, RAKE’S PROGRESS (Stravinsky) : N.Y. Metropolitan Opera Philips Alb. 14/9 
pf) BLPIOS! ROSENKAVALIER (R. Strauss) : Jurinac, Reining, Gueden LXT2954/7 158/6 
CHOPIN : Recital of piano music ic (Horowitz) ve eee ALPHTTT SALOME (R. Strauss) : Goltz and Vienna Opera—Krauss ... LXT2863/4 79,3 
Nocturnes 1-10 (Rubinstein, pf) . ve eee ALPIIST SEGRETO DI SUSANNA (Wolf-Ferrari): Oreland Boriello DGM18136 39/7} 
Nocturnes 11-20 (Rubinstein, pf)... ...—..._-ALPII70 TOSCA (Puccini) : La Scala, w. Callas, di Stefano, Gobbi... CX1094/5 79/3 
a Pf). rb TRAVIATA (Verdi) : Tebaldi, Poggi and Rome Opera... LXT2992/4 118/10} 
i i one — b. . Binet: . 

SCARLATTI: Recialofsonce (nm, bac) "Ta en ere ee, ole 

HUBERT : | SB incl, (Schnabel, pf)... ... : > ey 
soe iain aia ef — WALKURE (Wagner) : Mod!, Suthaus, Vienna—Furtwangler H.M.V. Alb. 198/13 
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CABARET NIGHT IN PARIS, No. | (Famous French Stars) $1008 26/5 anal . 
CABARET NIGHT IN PARIS, No. 2 (Famous French Stars) $1043 26/5 BOUTIQUE FANTASQUE (Rossini) : (Galliera) --» $1009 26/5 


“CARMEN JONES” (from the film sound track) --- CLPIO34 33/114 COPPELIA (Delibes) : (Irving) = és ‘v0 -. CLPI046 33/114 
“THE DANCING YEARS”? (Ivor Novello) (original cast) DLP1028 26/5 GAITE PARISIENNE (Offenbach) : (Susskind)... --- DLPIOSI 26/5 
MARLENE DIETRICH at the Cafe de Paris BBR8006 26/5 NUTCRACKER SUITE (Tchaikovsky) : (Fistoulari) —.... LW5110 19/6 
“ THE GREAT CARUSO ”’ (Mario Lanza, songs ond orten) ALP1I071 39/74 KE (Tchaikovs: 

“THE KING AND 1” (original Drury Lane cast).. ... BBL7002 35/14 a “ms anes - oi ais nyt CX1065 39/73 
*“* KISMET ”’ (Drake, Morrow and Broadway cast) ... .-- BBL7023 35/14 SWAN LAKE (Tchaikovsky) : (eving) ” Me ... CLPIOI8 33/11} 


**SALAD DAYS”? (original London cast)... ee --» MG20004 39/74 t . 
“STUDENT PRINCE,” etc. (MarioLanza)  ....... ALPII86 39/7} SYLPHIDES (Chopin)/CARNAVAL (Schumann) : {irving) cae me 


**THAT BAD EARTHA”’ (Eartha Kitt)  ... ... DLP1067 26/5 JOB (Vaughan Williams) : (Boult) 
*“* THE WATER GIPSIES ”’ (original London cast) ... DLP1097 26/5 SYLVIA (Delibes): (Irving)... ee ove ove «-» CLPIOS8 33/113 
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SYMPHONIES SINGERS 


BEETHOVEN : Ist and 9th (Toscanini) ... —«.. ~—--»,- ALP1039/40 79/3 ANGELES: 17 Traditional Spanish songs... —«.. ~— sss - ALP 1063 39/74 
2nd and 4th (Toscanini) ae an ... ALPII4S 39/73 Falla : Spanish songs/Tonadillas ... eas ... BLPIO37 29/64 

3rd ‘‘ Eroica’’ (Kempen)... ss ... ABL3013 38/3 Italian Opera soprano arias wae os ... ALP1I284 39/7} 

5th (Kleiber) ... a in Ac ... LXT2851 39/73 BJORLING : Operatictenor arias... ... BLPIOSS 29/64 

6th (Kleiber) ... wr oe rn ... -LXT2872 39/74 BJORLING AND MERRILL : Tenor-Baritone duets ... BLPIOS3 29/64 

° CALLAS : Soprano arias from Puccini opera ... és «. CX1204 39/74 

~~ ae b wr a ee ii posed pe Lyric & Coloratura soprano arias ... ae «a. CIB 39/74 

ei oa re en — = pi DE LUCA: Recital of Arie Antiche Italiani... .... -... AXL2007 29/6} 

. - (Furtwangler) ae is [7 f DI STEFANO : Neapolitan songs. Catari, etc. pan ... BLPIOS2 29/64 

BORODIN : 2nd (etc.) (Kletzki) wee ee nee CXNNE7 39/74 FERRIER : Brahms—Alto Rhapsody and Lieder ....-—.... LXT2850 39/7} 
BRAHMS : Ist (Cantelli) ath aie was ua .. ALPIIS2 39/74 Blow the Wind Southerly, etc... x48 «.. LX3040 29/64 
2nd (Toscanini) ons oe ‘ns a ... ALPIOI3 39/74 Drink to me only, etc., etc. ss “es .. LX3098 29/64 

3rd (Toscanini) oe hats ave ae we =ALPII66 39/74 Songs of Bridge, Parry, etc., etc. ... a wos OBIS 29/64 

4th (Toscanini) ane ies sie axe ... ALPI029 39/74 Orfeo : What is Life and other arias ais ... LWS5072 19/6 
BRUCKNER : 9thinD (Horenstein) ... ... ss PLBOAO 39/7} oe. “98 
DVORAK : 4th (Sawallisch) ey Z a5 +s «. SX1034 33/114 Acecisaliot Giels extas ie 2a bee me LW5083 19/6 
Sth ‘* New World "* (Toscanini) vay ALPI222 39/74 FISCHER-DIESKAU : Beethoven,Schubert songs... .... ALP1066 39/74 

ELGAR: Ist A flat (L.P.O.—Boult) .... oils -” ... ALPI052 39/74 Hugo Wolf Lieder Recital ... ... ALPII43 39/73 
HAYDN : 88th and [0lst ‘* Clock ’’ Gita . ... LXTS5040 39/73 Mahler and Brahms songs... ... ALPI270 39/73 


MAHLER : 8th (Vocalists and Orch.—Flipse)... ........ -ABL3024/5 16/6 ented Recital of Schubert songs... .... ALPI295 39/74 
MENDELSSOHN : 4th “ Italian" (Beecham) ee . C1006 29/63 STAD AND MELCHIOR : Parsifal and eam ALP1276 39/74 


* a GIGLI : Old Italian songs and arias yan ... ALPII74 39/74 
MOZART : 35th ‘‘ Haffner ’’ (etc.) (Blech) ... is ... CLPIOI4 33/114 Neapolitan songs—Sorrento, etc. a _ ... BLPIO34 29/64 
40th (and Haydn 86th) (Blech) ... —... -.» CLPI009 33/113 HANN : Bass scenes from Lortzing and Cornelius ... ... DGMI8003 39/7} 
4st ‘Jupiter ’’ (Newtsone) ... «ss, ~MWEL302 39,73 KUNZ: Songs of Old Vienna... Sk” weap at 29/64 
RACHMANINOYV : No. 2E minor (Steinberg)... eo. CTL706S 39/74 MILANOYV : Italian Operatic soprano a1 arias ... ia oss ALPIZG? 39/74 
SCHUBERT : 4th and 5th (L.M.P.—Blech) ... CLPIOIO 33/113 SCHWARZKOPF : Recital of Schubert songs sais ... CX1040 39/7} 
Unfinished (and Beethoven 8th) (Beecham)... C1039 29/63 << poco a 

lozart opera soprano arias... EP 
eo _ SIEPI: Arias—D. Carlo, Nabucco, Ernani ... =... =... - LW5148 19/6 
SIBELIUS : Ist in E minor (Collins)... we ave «.. LXT2694 39/74 Operatic bass arias, Meyerbeer, etc. ... me ... LWS5169 19/6 
2nd in D (Collins) ... vse vee ane EXT 2BIS 39/7% SIMIONATO : Mezzo arias—Rossini, Bellini, etc. ...  .... LW5139 19/6 
3rd and 7th (Collins) =... seve ee, LXT2960 39/73 TAUBER : Lehar Operetta arias, etc... ... «.. «+» +PMBI006 29/63 
4th and Pohjola) (Collins)... =... 9 «. ee LXT2962 39/74 TEBALDI : Boheme and Butterfly scenes  ... «... ~~ «-» ~LW5044 19/6 
5th (and Night Ride) (Collins) ... ae «.. LXTS5083 39/74 Verdi and Pucciniarias... — waa ... LWS5065 19/6 
6th (and Pelleas Suite) (Collins) . ess LXT5084 39/74 
STRAVINSKY : of Psalms (and Soldier’s Tale) mene ABL3065 38/3 


TCHAIKOVSKY : 4th in F minor (Karajan) ... oe sos GRUP 39/74 VOCAL & CHORAL 


5th in E minor (Karajan) ... side we. CXII33 39/73 
6th ‘‘ Pathetique "’ (Fricsay) me ... DGMI8I04 39/74 BACH : Mass in B minor, Schwarzkopf, etc.—Karajan .. Alb. 118/103 
Manfred. (Kletzki) ron ree we CXII89 39/73 BERLIOZ: Te Deum. L.P.Ch. and R.P.O.—Beecham ... ABL3006 38/3 
BRITTEN : Les Illuminations and Serenade (Pears, etc.) ... LXT294I 39/74 
St. Nicholas (Aldeburgh Festival Ens’) ... «.. LXT5060 39/74 
ORCHESTRAL FAURE : Requiem. (Brasseur Ch., etc.—Fournet) . ABR4012 28/8 
GLASGOW ORPHEUS CHOIR: Eriskay love lilt, etc. DLPIOI9 26/5 
All in the April even, etc. DLPI020 26/5 
BEETHOVEN : Leonora Ovts. | and 2. (V.P.O.—Krauss) _LW5164 19/6 HANDEL : Messiah. Huddersfield Choral—Sargent w. Alb. 118/103 
Cee merwens P.O.— MAHLER : Lied von der Erde (Ferrier, etc.—Walter) «. LXT2722/3 79/3 
Krauss) .. LW5165 19/6 MONTEVERDI : Madrigals & other vocal works (Boulanger) AXTLIOSI 39/74 
OEBUSSY : - Mer/RAVEL : Seats ‘ke Chloe (Toscanini) ALP1070 39/7} ROME OPERA CHORUS: Choruses from Italian Opera ALP1I277 39/74 
ELGAR : Enigma var’s, Cockaigne, Serenade (Beecham) ... BBL3053 38/3 Saunas aay ania 5 ; eng cag rg ee i 
: : J. Strauss, Mozart, Schubert ... 
GRIEG : Peer Gynt suites. Hague—Otterloo we -.» ABR4027 28/8 hetehelieadiectiedns ... aaals 25/9 












































HANDEL : Water music and Fireworks music (Sargent) ... BLPIO059 29/64 
HOLST : Planets suite. (Philharmonic—Boult) one +. NLP903 39/74 


MOUSSORGSKY : Pictures at an Exhibition (Kubelik) ... BLP1002 29/64 BOOKS FOR THE MUSIC LOVER 


“a _ meaengaaan — - a ene e 
Karajan ii X1178 39/7} : 

THE RECORD GUIDE (Sackville-West and Shawe-Taylor) 
RAVEL : Bolero and eet és uuanite hand «. C1034 29/63 new edition just published, veaneniand revised, nearly 


RUSSIAN : Polovtsian Owen, Remee ae sulin, etc. 1,000 pages 
(Markevitch) <8 CX1208 39/74 OPERA ANNUAL 1955-6. Lately “iMuserated in 1 colour 


R. STRAUSS : Don Juan and Till Eulenspiegel (Furtwangler) ALP1208 39/7} a 


SAINT SAENS : Carnival of Animals (Belge—Andre) ... LGMS5013 29/63 THE LIFE OF KATHLEEN F FERRIER by ‘her Sister 
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and a series of personal recollections by 
some of the great Mozart singers of our 
time, with one surprising name included. 
Andrew Porter gives a list of Mozart 
Complete Opera Recordings and there are 
various articles on Opera in the Soviet Union 
(very statistical), Opera in Eastern Europe, 
and the U.S.A., and The New Vienna 
Staatsoper. In fact there is a feast of good 
things in the book. The numerous illustra- 
tions are all matt, which is rather a dull 
medium, and two of those in colour are 
perfectly hideous—the sort of thing that 
looks as if it wanted 3-D spectacles. The 
rest are passable. A charming introduction 
is contributed by Irmgard Seefried. 
* * * * 


The last book on my list is Music Lovers 
Encyclopaedia, compiled by Rupert Hughes, 
completely revised and newly edited by 
Deems Taylor and Russell Kerr (Mac- 
donald, 25s.). This useful and moderately 
priced volume contains particulars of 8,500 
musicians, synopses of go operas, and short 
biographies of great composers. There are, 
in addition, pronouncing “ dictionaries ”’ 
of various kinds, 29 articles on particular 
aspects of music, and a supplementary list 
of modern musicians. 

There are inevitably entries one could 
quarrel with—the one on plain-chant for 
example is ludicrously inaccurate and mis- 
leading, and some of the special articles 
wear an old-fashioned look, as for instance 
Hunnecker on Richard Strauss—but in 
general the revision seems to have been well 
carried out. A.R. 

* * * * 


My Record of Music, by Sir Compton 
Mackenzie. (Hutchinson, 253s.). 

A copy of the Editor’s latest book has 
arrived just as we are about to go to press 
and as we feel many readers might like to 
include this in their Christmas list we quote 
below from the dust cover. A full review 
will appear in the January issue. 

“The rapid development in musical 
taste during the last thirty years owes much 
to radio—but much more to the gramo- 
phone. Among Sir Compton Mackenzie’s 
many claims to fame is the fact that he was 
one of the first people to realise what the 
gramophone record could do for music. 
In 1923 he founded a monthly review, 
THE GRAMOPHONE, run by himself, his 
wife, and his brother-in-law, Christopher 
Stone, famous for so many years as a radio 
personality. Begun as a small family 
affair, this paper now has a circulation of 
nearly 70,000, and is sold all over the 
world, from Iceland to Invercargill. In 
this book Sir Compton tells the story of 
those early days, and especially of the fight 
to get good music recorded for the gramo- 
phone. He describes the efforts made to 
keep the public in touch with the many 
developments in recording, from the pre- 
electric days to the present era of the long- 
playing disc. He writes also of the many 
personalities of the music world—composers, 
critics and performers—whom he has met. 
Most fascinating of all, however, is the story 
of his own first approach to music, and of 
what he now thinks and feels about it. He 
believes that many, like himself, who were 
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prejudiced against rhusic from childhood, 
have come to know it and love it through 
the medium of the gramophone—just how 
many is indicated to some extent by the 
circulation of his paper. The reflections on 
music with which the book is interspersed 
are, Sir Compton claims, the reactions of 


261 


*“an ordinary layman” recorded for the 
amusement of other laymen. Certainly, 
among his descriptions of notable perform- 
ances, heard in the concert hall or in his 
own study, the reader will find lyrical, 
evocative passages which are as fine as 
anything he has ever written”. 





ANALYTICAL NOTES 
AND FIRST REVIEWS 


By 
ROGER FISKE , 
MALCOLM MACDONALD . 
LIONEL SALTER 


ORCHESTRAL 


ARNOLD. Symphony No. 2. Beckus 
the Dandipratt—Overture. Royal 
Philharmonic Orchestra conducted 
by Malcolm Arnold. Tam O’Shanter 
—Overture. Royal Philharmonic 
Orchestra conducted by John 
Hollingsworth. Philips NBL5021 
(12 in., 33s. 114d.). 

The Bournemouth Municipal Orchestra 
has nearly always, and happily, shown 
itself aware of the existence of contemporary 
English composers ; and in 1953 it cele- 
brated its Diamond Jubilee by commission- 
ing a new symphony from Malcolm Arnold. 
As listeners to this first-class new recording 
of it will readily enough discover, the 
Symphony .turned out to be gay and 
uninhibited: an orchestral four-movement 
frolic resolutely refusing to carry the world’s 
sorrows on its shoulders. Uninhibited high 
spirits are undoubtedly preferable to the 
uninhibited low spirits infecting so much 
contemporary music; and, following a 
customary, even classical shape, the differing 
tempos of the four movements do ensure 
that from time to time different facets of the 
prevailing gaiety are exposed (Score: 
Paterson 10s.). 

A symphony can as well be gay as grave, 
goodness knows: if the meaning of the 
word “symphony” is now being shifted 
back again from the exclusively portentous 
implications it acquired during the late 
nineteenth century we have scarcely reason 
to complain. If Arnold seems at times to be 
claiming this shift in meaning over- 
vigorously, that is only an inevitable con- 
comitant of the musical naturalness and 
outspokenness that on our part we so much 
enjoy ; and anyway the feeling may perhaps 
be due largely to idiomatic considerations. 
For those slurred grace-notes ; those string 
portamenti, offspring of the ones that make 
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us wince in Mahler ; that similarly-derived 
mock funeral march: these sound essen- 
tially facetious to us, but perhaps not to 
Arnold. Like any decent composer, he 
speaks his own idiom instinctively, not with 
calculated effect; and perhaps to ears 
which had fully absorbed the same idiom 
in its extremity (as in the two overtures) 
the Symphony would sound sedate. That 
in any case it sounds highly agreeable goes, 
I hope, without saying ; the Bournemouth 
orchestra must surely have enormously 
enjoyed playing the result of their com- 
mission. 

Tam O’Shanter (Score: Paterson 6s.), 
brought the house down when first per- 
formed this year, at the Proms ; Beckus the 
Dandipratt has long been familiar from the 
Decca 78 recording. Both represent even 
more strongly the most effervescent of 
spirits in terms of extreme orchestral 
virtuosity ; both must afford extreme 
pleasure to orchestra and audience alike. 
But their very similarity of mood makes 
for an unhappy listening sequence as 
recorded ; each should essentially be heard 
alone or alongside other music more adapted 
for setting off the ebullience. 

Like the Symphony, they are extremely 
well played, with all the bounce in the 
world, and with only the most occasional 
of orchestral mishaps (in the scherzo of the 
Symphony a tune is misrepresented by the 
harp’s missing a note altogether; at the 
end of Tam O’Shanter the second clarinet 
goes to sleep: these passages might have 
been re-made). And they are extremely 
well recorded; the music moves more 
rapidly than most between extremes of 
volume and colour, and the engineers have 
coped manfully and very effectively with it 
all. 

The result is an outstandingly successful 
record. But this-constantly faultless present- 
ation of an undeviatingly cheerful mood is 
perhaps becoming too much the exclusive 
aspect of Arnold’s music. You can say the 
important things cheerfully as well as the 
unimportant ; to be serious is not at all 
necessarily to be pretentious or even solemn. 
No doubt Arnold would retort, given the 
opportunity, that he will say the important 
things when he is good and ready. The 
point is taken; but I hope that the time 
is not too far off. M.M 

D 
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BACH. Air on the G String. 

GLUCK. Minuet and Dance of the 
Blessed Spirits from ‘“ Orpheo ed 
Euridice ”’. RCA Victor Orchestra 
conducted by Fritz Reiner. H.M.V. 
7ER5052 (7 in., 16s. 84d.). 


The Bach piece is printed above as it is, 


because that is how it is titled on sleeve and 
label. One sees the reason but it does seem 
pretty silly when none of the violins has 
any intention of playing it on his G string ! 
This is the Air from Bach’s 3rd Suite, of 
course, played as Bach wrote it. This 
performance, however, is not for the purists 
(by which I mean only to describe, not to 
condemn it): that is to say, no harpsichord 
and a generally romantic treatment. Yet it 
is kept within the bounds of taste and the 
excellent string tone makes it good to hear. 
The recording sounds well on both sides. 

The Gluck performance rather depressed 
me. How often Gluck is approached with 
such reverence that the result in the opera 
house is boredom. On this record, the first 
few notes of Reiner’s performance of the 
Minuet immediately brought back to me 
remembrances of the times I have sat 
through this wonderful opera (with an 
effort) or left at the first interval (with 
pleasure). Gluck needs a conductor who 
will give this Minuet, for example, rhythm 
and shape (and, in the opera house, a 
choreographer who can devise dances that 
will not bore one to extinction). 

A flabby performance of the Minuet and 
a Dance of the Blessed Spirits that has some 


nice flute playing but is not very flexible in 
its phrasing. aaa. 


BEETHOVEN. Symphony No. 1 in C 
major, Op. 21. Bamberg Sym- 
phony Orchestra conducted by Jonel 
Perlea. Symphony No. 7 in A 
major, Op. 92. Pro Musica Sym- 
phony Orchestra, Vienna, con- 
ducted by Jonel Perlea. Vox PLg120 
(12 in., 39s. 74d.). 


Symphony No.1: 
V.P.O., Schuricht 
(9/52) LX3084 or (10/53) LXT2824 
N.B.C., Toscanini (4/53) (H)ALP1040 
Vienna Op. Orch., Scherchen (10/53) WLP6208 
Philharmonia, Karajan (10/54) 33CX1136 


Symphony No.7: 
Concertgebouw, Kleiber (4/51) LXT2547 
Philharmonia, Karajan (3/53) 38CX1035 
Vienna Op., Scherchen (1/54) WLP5089 
Belgian Rad. $.O., Andre (5/54) LGM65020 
or (11/55) LGX66042 
(1/54) 33CX1120 
(2/54) LGX66011 
(4/54) (H)ALP1119 
(10/54) MG50022 


New York S.O., Walter 
Belgian Rad. S.O., Andre 
N.B.C.S.O., Toscanini 
Detroit S.O., Paray 
Berlin P.O., Kempen (3/55) ABL3017 
Berlin P.O., Jochum (10/55) DGM18069 

I don’t mean to be rude when I say that 
I was rather surprised to hear how good 
this record was ; a glance at the competi- 
tion listed above will show what I mean. 
By putting the first three movements of the 
A major Symphony on to a side taking 
about 31 minutes, and the finale and the 
First Symphony on to another of equal 
length, Vox have achieved this “* bargain ”’ 
coupling. The recording is consistently 
good throughout ; there is no loss of quality 
at the ends of the sides. 

But economical format proves false 
economy to the buyer if the performances 
are below par. These are not. Jonel Perlea 
gives vigorous, unaffected, trustworthy 
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performances of the two symphonies, 
adopting sensible tempi and doing all the 
right things in the right places. I think he 
could with advantage have let the first 
movement of the Seventh have a bit more 
** drive’ ; but there is almost nothing one 
wants to fault. In fact the only thing 
wrong with this record is something that 
has nothing to do with it: the fact that 
Toscanini has recorded the First Symphony 
(as “‘ fill-up ’’ to a Ninth which most record 
collectors will want to have in their 
collection), and Karajan the Seventh (or 
if that is not to taste, then Kleiber). 
Perlea’s two orchestras both play well (the 
forward woodwind in the Vienna perform- 
ance of the Seventh is particularly pleasant), 
though in the nature of things not as 
well as the N.B.C., Philharmonia or 
Concertgebouw. 


BEETHOVEN. Symphony No. 6 in F 
major, Op. 68, “ Pastoral’’. 
Sounds of Nature as described by 
Leopold Stokowski. Members of 
the N.B.C. Symphony Orchestra 
conducted by Leopold Stokowski. 
H.M.V. ALP1268 (12 in., 39s. 74d.). 
Symphony No. 6: 

Pittsburgh S.O., Steinberg 
V.S.O., Klemperer 
R.P.O., Beecham 

V.P.O., Furtwaengler 
Vienna Op., Scherchen 
Concertgebouw, Kleiber 
TT, Karajan 


(5/53) CTL7023 
(8/53) PL6960 
(9/53) 33CX 1062 
(12/53) (H)ALP1041 
(1/54) WLP5108 
(2/54) LXT2872 
(4/54) 33CX1124 
N.B.C. S.0., Toscanini (5/54) (H)ALP1129 
V.S.O., Otterloo (6/55) ABL3043 


If the Pastoral Symphony be thought to 
be in need of a gimmick, one is now 
provided. At its close Stokowski expounds 
the sensible enough point of view that 
Beethoven was stylising rather than imitat- 
ing the sounds of nature ; and illustrates 
the difference by excerpts from sound- 
tracks of brooks, birds, and storms firstly as 
scored by Nature, secondly as scored by 
Beethoven, and thirdly the two  super- 
imposed. It is rather dull. 

It is, however, an optional addition to 
the evening’s entertainment, if that is the 
word ; there is no interference at all with 
the symphony itself. This, as it happens, 
is recorded exceptionally well: nearly 
everywhere the orchestral sound is a very 
fine one indeed. There is also quite first- 
class orchestral balance, to which Stokowski 
has contributed noticeably by taking great 
care over some details of internal balance 
that in many Pastoral performances are left 
to adjust themselves, not always with 
satisfactory results. 

In fact the performance is a good one. 
It is, though, one in occasionally something 
of an exaggerated style: a style that might 
well be very effective in a rather later 
romantic piece, but somehow seems faintly 
theatrical in Beethoven. And this, a cut of 
the repeat in the Peasants’ Merrymaking, and 
what is surely rather too leisurely a per- 
formance of the first two movements do 
combine to lead me to turn back to earlier 
Pastorals in search of a recommendation. 

My own choice would fall on Kleiber, 
beautifully recorded on Decca LXT2872 ; 
but I remain very conscious of the rival 
virtues of Karajan and Otterloo. And of 
the present version, quite certainly among 
the better Stokowski discs. M.M. 
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BEETHOVEN. Concerto No. 3 in © 
minor, Op. 37. Wilhelm Kempif 
(piano), Berlin Philharmonic 
Orchestra conducted by Paul van 
Kempen. D.G.G. DGM18190 (12 in.. 
39s. 74d.). 

Backhaus, V.P.O., Boehm (2/51) LXT2553 
Kraus, V.S.O., Moralt (7/53) PL7270 
Arrau, Philadelphia Orch., Ormandy 

; (12/53) 383CX 1080 
Gilels, Conservatoire, Cluytens (11/54) 33CX11xs 
Fischer, Philharmonia (2/55) (H)BLP1063 


In nearly every respect at once this new 
D.G.G. seems to me to be a very good 
version indeed of the Concerto. It is 
recorded with good balance, with a fine 
rich sound, and with enough resonance to 
lend smoothness to the playing without 
impairing its vitality. 

For it is vital: both Kempff and the 
orchestra point and shape the music quite 
beautifully. The first movement goes 
through with decision but without harsh- 
ness ; the second has the sustained back- 
ground impetus so necessary to make it hang 
together ; the third started, I thought at 
first, somewhat half-heartedly. But in fact 
it seemed to develop vitality as it progressed, 
allowing great point to the final 6/8 passage 
when it came: I ended by being wholly 
convinced. Another initial impression also 
reversed itself: at first disappointed, in the 
first movement, when Kempff swung into a 
non-Beethoven cadenza, I was happy to 
find that in the event what he played 
sounded rather more Beethovenian than the 
actual original does. If a change must be 
made—about which, particularly in this 
Concerto, I still rather lack conviction— 
then this is clearly the change to make. 

For a long time decision between the 
available versions of this work has been 
difficult ; it is so no longer. But if Fischer’s 
non-Beethoven cadenza on his H.M.V. disc 
had been as Beethovenian as Kempft’s, 
there might well have been considerable 
point in listing that ten-inch version as an 
economical alternative to the new D.G.G. 


M.M. 


BEETHOVEN. Concerto for Violin and 
Orchestra in D major, Op. 61. 
Romance No. 1 in G major, Op. 40. 
Romance No. 2 in F major, Op. 50. 
Bronislaw Gimpel (violin), Bam- 
berg Symphony Orchestra _ con- 
ducted by Heinrich Hollreiser. Vox 
PLg340 (12 in., 39s. 74d.). 


Violin Concerto : 
Campoli, L.S.O., Krips (5/52) LX T2674 
Francescatti, Philadelphia, Ormandy 
(11/52) 33CX1011 
Ricci, L.P.O., Boult (1/53) LX T2750 
Menuhin, Philharmonia, Furtwaengler 
(2/54) (H)ALP1100 
Kulenkampff, Berlin P.O., Schmidt-Isserstedt 
(4/54) LGX66017 
Oistrakh, Stockholm F.O., Ehrling 
(12/54) 38CX1194 
Schneiderhan, Berlin P.O., Kempen 
(6/55) DGM138099 
(11/55) LXT5068 


(7/53) AXL2003 


Elman, L.P.O., Solti 
Two Romances : 
Fuchs, Little Orch., Scherman 
Heifetz, R.C.A. S.O., Steinberg 
(9/53) (H)BLP1022 or (4/55) 7ER5035 
Francescatti, S.O., Morel (10/55) ABE10.003 


This is in the top rank of Beethoven 
concerto recordings. Gimpel’s translucent 
purity of tone, especially beautiful high on 
the E string, is ideal for this particular work, 
with its celestial lyricism. This violinist 
also catches the brusque humour of the 
finale, which is more than can be said fo- 
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Fonografs are Here! 


WEBCOR GIVES YOU THE JOY OF 
TRUE-TONE REALISM WITH THESE 
WONDERFUL NEW RECORD-PLAYERS 


THROUGHOUT AMERICA, more WEBCOR 
Fonografs are sold than any other make 
of record-players (‘Fonograf’ is the 
WEBCOR name for record-players). For 40 
years WEBCOR have specialized in making 
instruments capable of reproducing sound 
to a standard of high-fidelity realism, years 
in advance of the field. 

Now, WEBCOR Fonografs are being 
made in Britain. A new thrilling experience 
awaits every music lover in this country, ‘ TREE. MATA MATCHED 
for these WEBCOR instruments are built to ee , © . J 
entirely new concepts of design and ( | 
acoustical technique. Every WEBCOR 








THE WEBCOR True high fidelity — with a frequency wy of 50 to 15,000 cps 


Fonograf is an instrument in perfect of stereophonic realism + Plays 334, 45 and 78 rpm records 
automatically for up to four hours * 3 separate and accurately 


harmony within itself. : matched speakers * Twin sapphire -. ¢ Powerful 5-valve 
Until you’ve listened to your favourite push-pull amplifier — 5-watt output + Cabinet finely finished in 


: 9 hand e P 45 tax paid. 
discs played on a WEBCOR . . . you haven’t andsome figured walnut rice 45 gns, tax pai 
really heard them — SEE YOUR LOCAL DEALER 

HE’LL PROVE IT! 


All music 
sounds better on a Webcor 
o* 3 K 


INVITATION 





—to a lifetime of glorious music! 
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! Truc fidelity * Automatic + 2 close-matched Truc fidelity + Plays all 3 speeds * Non-auto- 
I speakers giving “living-presence”’ realism * Plays matic operation + 3-valve amplifier delivering 
'DDRESS edie : 334, 45 and 78 rpm records + _ Lightweight greater power without distortion + Lightweight 
i pick-up — long life sapphire needles + Light- pick-up with dual sapphire styli + Compact 
\ . ae carrying case * Colours Grey and Green lightweight carrying case * Colours Grey and 
Sie cae rey and Rust «+ Price 30 gns. tax paid. Rust or Grey and Green * Price 19 gns. tax paid. 
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$F 4oooos FHFPH PEEP HHH Hs rPHHH Hoe 
+ « 
<= + 
+ $ 
ca CLASSICAL + 
+ + 
$ Bach ; 
- Cantata No. 198 (“Trauer-ode”) 12” 33 R.P.M. 
aa Magda Laszlo, soprano; Hilde Réssl-Majdan, contralto; Waldemar Kmentt, tenor; * 
oe Alfred Poell, bass. Akademiechor. + 
= Orchestra of the Vienna State Opera conducted by Hermann Scherchen WLP 5123 4 

4 
DOHNANYI + 
z Serenade in C Major Op. 10 z 
+ JEAN FRANCAIX + 
4 String Trio in C Major z 
4 LENNOX BERKELEY z 
+ Suing Trio tile , - + 
+ Jean Pougnet, violin; Frederick Riddle, viola; Anthony Pini, ’cello WLP 20017 + 
4 MacDOWELL 
e Piano Concerto No. 1 in A Minor Op. 15 € 
eo Piano Concerto No. 2 in D Minor O>. 23 + 
a Vivian Rivkin, piano. Orchestra of the Vienna State Opera + 
<< conducted by Dean Dixon WLP 5190 + 
* 4 
>» MOZART > 
+ Serenade in B Flat Major for Thirteen Wind Instruments K.361 «+ 
z Vienna Philharmonic Wind Group WLP 5229 z 
+ + 
> +> 
z LIGHT MUSIC : 
4 + 
+ Flamenco Dance + 
ra Classical Spanish Dance ++ 
> Inesita ra 
q with Juan Martinez, guitar NPL 18000 4 
> 4 Galops, Pol i ¢ 

ps, Polkas and Potpourris ” 

4 Flirt Galop; Muenchen-Wien; Gleicher Sinn; aa 
t ‘Feuerfest’ Polka; Leichtes Blut; + 
t Fesche Geister; Fiir’s Herz und Gmiit. z 
+ “Deutschmeister” Band conducted by Julius Herrmann WLPY 6707 + 
+ i | * 
o WLP indicates a Westminster recording - 
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NIXA RECORD CO .. LIMITED, HAYMARKET, $s. W. 
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BERLIOZ 


Roman Carnival Overture, Op. 9 
L’Orchestre de |’Association des 
Concerts Lamoureux 


Conducted by Jean Martinon 45 EP 709 
FALLA 

Three Cornered Hat—Dances 

L’Orchestre de l’Opéra Comique, Paris 

Conducted by Jean Martinon 45 EP 711 


RICHARD STRAUSS 


Der Rosenkavalier. 
Presentation of the Silver Rose- 
Tiana Lemnitz, soprano. Ursula Richter, soprano 
CLosINnG ScENE, Act II 
Kurt Béhme, bass E. Walther-Sachs, mezzo-soprano 
Saxon State Orchestra. Conducted by Rudolf Kempe 


45 EP 714 


WAGNER 


“Tannhauser” Overture 
Orchestra of the Munich State Opera. 
Conducted by Robert Heger. 


BOITO 


Mefistofele 

L’altra notte; Lontano, Lontand, 

Amore misterio. 

Rosetta Noli, soprano. Simona Dall’ Argine, soprano 
Gianni Poggi, tenor 

Chorus and Orchestra of the Opera di Milano 
Conducted by Franco Capuana 45 EP 728 


WAGNER 


“Flying Dutchman” Overture 
Munich State Opera Orchestra. 
Conducted by Franz Konwitschny 


“William Tell’ Overture 
Berlin Civic Opera Orchestra 
Conducted by Arthur Rother 


45 EP 719 


45 EP 737 


45 EP 739 


RECORD C@., 


SIMTT ES. 


VERDI 
Otello. 


Iago’s Creed 

Iago’s Dream and Fina\ Duet, Act II. 
Antonio Manca Serra, baritene Gino Sarri, tenor 
Orchestra of the Rome Opera House 
Conducted by Alberto Paoletti 


BERLIOZ 


Damnation of Faust, Op. 24 

March. Dance of the Sylphs. 

Minuet of the Will-o’-the-Wisps 

L’Orchestre de la Société des Concerts de Paris 
Conducted by Georges Sebastian 45 EP 750 


JOHANN STRAUSS 


Wiener Blut 
Ja, die Musikannten. 
Wuensch guten Morgen 


CZERNIK 


Chi Sa? 
Rita Streich, soprano. Klaus G. Neumann, baritone 
Berlin Civic Opera Orchestra 
Conducted by Hans Lenzer 


DONIZETTI 


Lucia di Lammermoor—Act 2. 

Chi Mi Frena (sextet) 

Wilson, Ticozzi, Poggi, Carlin, Colzani, Maionica 
Chorus and Orchestra Opera di Milano. 
Conducted by Franco Capuana 


SMETANA 


Bartered Bride—<Act 3. Sextet 
Blatter, Richter, Hagemann, Koffmane, Béhme, Lang 
Orchestra of the Berlin Civic Opera 
Conducted by Hans Lenzer 


DONIZETTI 


“Lucia di Lammermoor.” 
Regnava nel silenzio; Quando rapito 
Dolores Wilson, soprano. Ebe Ticozzi, mezzo-soprano 
Orchestra of the Opera di Milano 
Conducted by Franco Capuana 


45 EP 744 


45 EP 751 


45 EP 766 


45 EP 771 
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Of all the different bases that are used for magnetic recording tapes, 
none can match the precise uniformity of cast cellulose acetate. ‘Scotch 
Boy 111’, with its cellulose acetate base, offers recordists the most 
exact uniformity of response that any tape can provide. ‘Scotch Boy 111’ 
is the best of all tapes for high-precision recording, whether of voice, 
instrument, or mechanical sound. 

For laboratory experiments that require the utmost uniformity of 


response ‘Scotch Boy 111’ is the natural choice: at 1000 c/s its output 


Photo and oscillograph of Cy Laurie playing a characteristically agile embroidery of a phrase from ** King of the Zulus”’ 


‘Scotch Boy 111 is suppliedin1200-ft.lengths on easily- 
threaded, 7” plastic spools, and alsoin 600-ft. and 2400- 





variation within each reel is less than = { db., and the variation trom 
reel to reel is less than $ db. ‘Scotch Boy 111’ is used by the services for 
experiments that involve the precise measurement of mechanical and 
other sounds, and by sound technicians and expert recordists all over 


the world. 


Record on ‘Scotch Boy III’ 
-the tape with the cellulose acetate base 


‘§COTCH BOY 


Regd. Trade Mark 


MAGNETIC RECORDING TAPE 


ANOTHER gD PRODUCT 


MINNESOTA MINING & MANUFACTURING COMPANY LIMITED « LONDON * BIRMINGHAM - MANCHESTER - GLASGOW 
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many of the players listed above. The 
orchestral playing is perhaps a shade 
insensitive at times, but a more serious 
failing is the, as it seems to me, excessive 
resonance on this disc. What looks in the 
score like three beats of nothing at all 
sounds like three beats of good solid echo. 
This is probably preferable to absolute 
dryness, and I don’t want to exaggerate this 
defect for this is a very fine record, but it is 
a pity that the resonance (artificial ?) was 
a little overdone. The balance of soloist 
and orchestra is excellent. Gimpel plays 
the Kreisler cadenzas, as do almost all other 
violinists, but few toss them off with the 
same effortless fluency. 

As a performance I would not put this 
above Menuhin, Kulenkampff or Oistrakh, 
though it is, I think, in the same class. It 
will, however, be more attractive to many 
people in that you get the two Romances 
thrown in for the same money. Here, too, 
Gimpel is at least as good as any of his 
rivals. Heifetz is lucky enough to have a 
more sensitive accompaniment, and much 
of his playing is splendid, but he lacks 
Gimpel’s tranquillity, notably at the end of 
the G major. Fuchs is allowed even more 
resonance than Gimpel, and reckoning in 
pence per minute of music his recording is 
very poor value indeed. Listening to these 
Romances I found myself wondering, as I 
have so often wondered before, why it is 
that modern violinists nearly always refuse 
to play staccato. Beethoven puts a great 
many dots over the solo parts of these two 
little pieces but he really need not have 
troubled himself for all the notice Heifetz, 
Gimpel and most of their confederates take 
of them. Fuchs and Francescatti occasion- 
ally produce a few indubitably staccato 
notes, but nothing like as many as the 
composer asks for, and it seems to be 
generally agreed in the violin world that 
dots mean separate bows but no actual 
daylight between the notes. 

But this is a digression. In the concerto 
it is the lyrical tunes that one remembers 
and not staccato passages, and the fluent 
ease and purity of tone with which Gimpel 
plays these tunes make his performance 
memorable and important. It is almost 
incredible that his previous appearances on 
LP should have been in chamber music or 
as a conductor ; this is his first concerto 
recording. 


BALAKIREV. Tamara — Symphonic 
Poem. Russia—Symphonic Poem. 
Islamey — Oriental Fantasy. 
Philharmonia Orchestra conducted 
by Lovro von Matacic. Columbia 
33CX1280 (12 in., 39s. 74d.). 

This is the fifth Tamara of the year, the 
first Russia to join the LP catalogue and the 
first LP Zslamey in Casella’s orchestral 
transcription. It is also one of the best 
recorded discs I know, and very highly to 
be recommended. Lovro von Matacic 
sives splendidly vivid performances, the 
“hilharmonia play magnificently, and the 
recording is of the sort that one uses to 
show off fine equipment. It is good to have 
Russia available again (the only alternative 
is the old Harty set in the Columbia 
rlistory, which was, I seem to remember, 
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one of the first pieces of electric orchestral 
recording in this country). Casella’s 
orchestration of Islamey serves to show, by 
contrast, how colourful, imaginative and 
glowing Balakirev’s scoring is. Admirers 
of Rimsky’s Scheherazade should give their 
favourite heroine a rest now and make for 
Tamara as a change, as presented in this 
new recording. A.P. 


BERLIOZ. Overtures: King Lear, 
Op. 4; Les Francs Juges, Op. 3; 
Le Carnaval Romain, Op. 9; 
Waverley, Op. 1b; Le Corsaire, 
Op. 21. Royal Philharmonic 
Orchestra conducted by Sir Thomas 
Beecham, Bart. Philips ABL3083 
(12 in., 38s. 3d.). 

It was a good idea to get Sir Thomas 
to record all these Berlioz overtures and to 
put them on one disc. The result is super- 
lative performances of the three already to 
be had on LP as well as two, King Lear and 
Waverley, which make their first LP appear- 
ance. The warm, loving handling of the 
melody in the introduction to Le Carnaval 
Romain is characteristic of the playing of 
the slower parts in all these overtures, as is 
also the extreme brilliance of the rest. Sir 
Thomas’s prolongation of the penultimate 
chord in this overture is something I believe 
Berlioz would have loved if he had happened 
to have thought of it—and I cannot believe 
that anyone else will mind. For one thing 
it is such a good noise that we can well 
enjoy it for a few moments longer. 

I like this the best of the several versions 
of the overture I have heard and I greatly 
enjoyed all the others on this disc. The 
allegro assai of Le Corsaire is assai indeed, and 
no woodwind of lesser brilliance than the 
R.P.O.’s could manage it: but they do 
manage it, certainly in all the exposed 
passages (even though they must have been 
a bit alarmed !). 

The recording is good throughout. There 
is a passage in Le Corsaire where the ff strings 
disappear and one only hears the woodwind 
but this must quite certainly have been an 
adjustment of Sir Thomas himself (though 
whether a successful one, I am not so sure). 

A very good record indeed and a valuable 
addition to the recorded Berlioz repertory. 

To: 


BRAHMS. Academic Festival Over- 

. ture, Op. 80. 

LISZT. Les Préludes. 

WAGNER. Siegfried Idyll. Bamberg 
Symphony Orchestra conducted by 
Heinrich Hollreiser. Vox PL9350 
(12 in., 39s. 74$d.). 

This performance of the Academic Festival 
is marred at one place by a sudden pull up 
of the movement, followed by what is 
almost a moment’s wait before the music 
continues, a trick (for it can scarcely be 
called interpretation) that, unacceptable in 
the concert hall, becomes extremely tiresome 
with the repetition of a gramophone record. 
It is not authorised by the composer: it 
feels, not natural but awkward and un- 
necessary. This one oddity mars an other- 
wise good, though not outstanding, per- 
formance. 

Les Préludes is well interpreted, though 
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neither here nor in the Brahms is the 
orchestra’s ensemble quite impeccable at 
every moment. There are places where it 
sounds as if some of the players should 
listen more. The Jdyll, like the rest, is a 
good, not particularly imaginative per- 
formance, spoilt by the usual employment 
of too many strings—or so it sounds. And 
the usual result follows: that when Wagner 
combines all his themes, the woodwind ones 
are heard more with the ear of faith than in 
fact. No one who has heard this music 
played by a minimum number of strings— 
Wagner himself authorised up to only six 
first violins—can surely ever again want to 
hear an entire symphony orchestra dealing 
with it. 

The recording of all three pieces is good 
in general sound but open to criticism in 
detail. The first ff in the Brahms arrives 
without much impact because the brass 
disappears. Timpani are often feeble. So 
are trumpets and trombones in both Brahms 
and Liszt. 

All in all, these performances and their 
recording will do if you aren’t too critical 
and want the three works conveniently on 
one disc. But I doubt if they will greatly 
satisfy the very experienced ear. T.H. 


BIZET. L’Arlésienne Suite. 

FAURE. Pelléas and Mélisande Suite, 
Op. 80. Orchestra of the Paris 
Opera conducted by Pierre Michel 
le Conte. Capitol CTL7101 (12 in., 
39s. 74d.). 

L’ Arlesienne : 
Belgian Rad. Orch., Andre 
Czech P.O., Desormiere (5/54) LPV61L 
French Rad. Orch., Cluytens (8/54) 33CX1153 
Stokowski S.O. (11/54) (H)ALP1181 


Pelleas : 
Colonne Assoc. Orch., Sebastian (8/54) ULP9097 
MG50035 


Detroit S:O., Paray G5008 
L.S.O., Poulet (3/55) PMC1016 


Comparison of the L’Arlésienne side with 
others listed above is not greatly to the 
point for they each give us the two suites 
complete (often with something else as well), 
whereas the present record is of five pieces 
drawn from the suites—Prelude, Minuetto, 
Adagietto, Pastorale and Farandole (the 
last two coming from Suite No. 2). But if 
there is here as much as you want of the 
Suites, then go ahead, for these are first- 
class performances and a_ wonderful 
recording. Indeed, none of the others has 
quite this fine roundness and, at the same 
time, depth of sound. 

Both qualities, the playing and recording, 
are also to be fcuid in the performance of 
Fauré’s Pelléas and Meélisande Suite and 
make this altogether a very good record 
indeed. aes 


(5/54) LGX66021 


BRAHMS. Concerto No. 1 in D minor, 
Op. 15. Artur Rubinstein (piano), 
Chicago Symphony Orchestra con- 
ducted by Fritz Reiner. H.M.V. 
ALP1297 (12 in., 39s. 74d.). 

Curzon, Concertgebouw, Beinum (11/53) LXT2825 
Malcuzynski, Philharmonia, Rieger 
(11/53) 33CX1048 
Wuebrer, Vienna Phil., Swarowsky (1/54) PL8000 
Backhaus, V.P.O., Boehm (2/54) LXT2866 
Serkin, Cleveland S.O., Szell (7/55) ABL3028 
Solomon, Philharmonia, Kubelik (9/55) ALP1172 
It goes without saying that much of 

Rubinstein’s playing in this concerto is of 

the greatest interest. There is an almost 








264 


improvisatory air about much that he does, 
suggesting that another time he might have 
a different approach, and at times this 
almost haphazard quality is more attractive 
than the polished details, set once and for all, 
that many pianists bring to their music. 
Nevertheless I would not recommend this 
disc. to anyone who just wanted the best 
recording of this concerto that there is. 
That remains, as D.S. wrote last September, 
the Serkin/Szell version, and I would put 
Solomon/Kubelik second, and the record 
here under review some way down on the 
list. 

The main trouble is the resonance. 
Whether it is artificial or not I cannot be 
sure ; I am quite sure there is far too much 
of it. Semiquavers low down sound a 
dreadful jumble—for instance in_ the 
orchestral versions of the main theme in the 
last movement. Quick scales on’ the piano 
sound equally bad. Frequently _ this 
resonance conceals details, and also, one 
suspects, momentary lapses in ensemble, 
though I would not dream of suggesting 
that that was its purpose. Furthermore 
the piano is over-emphasised in the balance, 
and the pianist himself makes things worse 
by apparently not realising that there are 
many passages in this concerto when he is 
accompanying. The famous horn solo in 
the first movement goes for nothing 
smothered by the piano figuration. 


By contrast the orchestral quality on the 
Serkin recording sounds wonderfully clean, 
while Szell draws far more expressive 
sounds from his orchestra than Reiner. 
When accompanying, Serkin is sometimes 
almost inaudible, which is as it should be in 
this work. Rubinstein’s notes sound crystal 
clear all the way, and this fact alone makes 
this record quite unlike what one hears in 
the concert-hall. Kubelik and Solomon 
between them seem to me to spoil an 
otherwise fine performance by _ over- 
cautious templ. 


BRAHMS. Variations on a Theme by 
Haydn, “St. Antoni Chorale” 
Op. 56a. 

HINDEMITH. Nobilissima Visione— 
Suite. Philharmonia Orchestra 
conducted by Otto Klemperer. 
Columbia 33CX1241 (12 in., 39s. 74d.). 
St. Antoni Chorale : 

V.P.O., Furtwaengler (11/52) (H)ALP1011 
Concertgebouw, Beinum (5/53) LXT2778 

N.B.C., Toscanini (12/54) (H)ALP1204 

Hague P.O., Otterloo (2/55) ABR4026 
Ballets on religious themes do not seem 
to be blessed with great success—one thinks 
of Strauss’s Josephs Legende, and even 

Vaughan Williams’s Job is heard more 

often in the concert hall than seen on the 

stage. Hindemith’s Nobilissima Véisione, 
which has to do with the life of St. Francis 
of Assisi, is no exception. Massine did the 
choreography and brought it out in London 
in 1938 but it was no great success and it 
seems now to have more or less dropped out 
of the repertory everywhere in spite of an 
occasional revival. (I saw it in Hamburg 


just after the war with Purcell’s Dido and 
Aeneos, an unusual but very successful 
double billing.) 
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The Suite which the composer extracted 
from the complete ballet has, however, 
always had great success and it is very 
welcome indeed on its first appearance on 
an LP disc. There are three movements, 
the first a slow introduction suggesting St. 
Francis in meditation after foreswearing his 
gay life and becoming a beggar, followed by 
music which, in the ballet, accompanies the 
mystical union of the saint with Poverty. 
The second movement takes us to an earlier 
episode in the ballet, when the young 
Francesco Bernadone was a soldier. It is 
a march with a pastoral section set in the 
middle. Finally, the great Passacaglia forms 
also the finale of the ballet, a hymn of praise 
to the sun. 

It is good to be able to welcome this 
performance warmly. The nobility of the 
interpretation and playing in the wonderful 
introduction promises well and I really 
think the whole performance as good as 
could be wished. The recording is perfectly 
adequate, if not quite in the very highest 
class—the string tone is not as warm as one 
would like. 

This comment is also true of the Brahms 
side. What I do notice as well in the 
Hindemith (but not in the Brahms) is a 
tendency to bring up the woodwind to 
more than orchestral life size. The flute 
solo in the Rondo, near the beginning, 
sounds as if the player is sitting in front of 
the strings, concerto position, rather than 
behind. It is not so much a matter of 
loudness as of nearness. And later on, in 
passages of woodwind with strings, the 
woodwind seem to be brought forward 
because their part is important. I know 
I am making overmuch fuss about this 
(for it is not likely to spoil your enjoyment 
of this music), but I do it because it is a 
tendency one notices a good deal these days. 
Players should not appear to change their 
seats in the orchestra while the music is 
being played. 

I am sure you will enjoy the Hindemith. 
Likewise the Brahms, a very good perform- 
ance, though not a remarkable one. I still 
think van Beinum’s the best of the Brahms- 
Haydn recordings, but Klemperer is also 
to be considered, especially in view of his 
attractive coupling. gi | 


BRUCH. Scottish Fantasy, Op. 46. 
Jascha Heifetz (violin), Stanley 
Chaloupka (harp), R.C.A. Victor 
Orchestra conducted by William 
Steinberg. 

KORNGOLD. Concerto in D major, 
Op. 35. Jascha Heifetz (violin), 
Los Angeles Philharmonic 
Orchestra conducted by Alfred 
Wallenstein. H.M.V. ALP1288 (12 


in., 398. 74d.). 


Well, this certainly makes a nice change : 
few of us will know either of these works, 
which, unlike the Conus concerto which 
Heifetz dug up a little while back, are well 
worth a hearing. Bruch’s Fantasy, dedicated 
to Sarasate, is described on the score as 
‘* making free use of Scottish folk melodies’’, 
and the fact of none of these being recog- 
nisable (at least by any of my Scottish 
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acquaintances or myself) need not worry us 
unduly. There is a certain folkiness about 
some of the material (and Bruch’s view of 
the Scottish character may be gauged by 
his marking the tinale Allegro guerriero), but 
it is assimilated into the suave and cultured 
musical language that he normally used. 
The freshness of touch and ease of technique 
that characterise his better-known concertos 
are found here too, and the result makes for 
agreeable listening. Heifetz shows his 
habitual brilliance in the variations of the 
finale (the text as played here differs some- 
what from that in the Simrock score I know), 
where there are also one or two less than 
perfect pieces of ensemble with the orchestra 
—nothing scrious, but still... There is a 
substantial but rather unnecessary part for 
the harp in all but the second movement 
(perhaps the composer thought it added the 
right touch of folk colour) ; and this leads 
me to a query which I should be grateful if 
someone could answer. In Grove are listed 
an Op. 46 Scottish Fantasia for violin and 
orchestra (this work) and an Op. 64 Scottish 
Fantasia for violin, harp and orchestra. Is 
there really another one, with more of a 
harp than this, or is the other a Work That 
Never Was, born of a transposition of 
figures ? To add to the problem, Grove IV 
mentions “ the (sic) Scottish Fantasia ’’ in the 
text, which Grove V amends to ‘“‘ the two 
Scottish Fantasies’. I wonder—I wonder. 
The recording here is passable, though the 
tutti strings when playing out sound thick 
and coarse, and there is an insistent tape 
rumble. 

The reverse is quite a different proposition. 
Written by Erich Korngold, one-time 
Wunderkind composer and now for some 
years a film musician in America, in 1945 
according to the sleeve-notes (1947 accord- 
ing to the Library of Congress catalogue), 
this concerto exhales a wistful Viennese 
flavour which may seem to some listeners a 
bit overdone. It is most ably written, with 
a particularly showy solo part, but there 
is more than a suspicion in places of kitsch. 
The soulfulness of the second movement 
(the vibraphone cannot but sound lush, 
however tactfully played), with the solo 
violin high up in the rigging, veers between 
Szymanowski and Metro-Goldwyn-Mayer. 
The finale, for all its obviousness of theme, 
has plenty of vitality, and is the vehicle for 
some of Heifetz’s most terrific fiddling. 
Wallenstein secures masterly ensemble 
throughout, and on this side of the disc the 
recording is excellent. LS. 


DVORAK. Symphony No. 4 in G 
major, Op. 88. Bamberg Sym- 
phony Orchestra conducted by Fritz 
Lehmann. D.G.G. DGM18141 (12in., 
39s. 74d.). 
Concertgebouw, Szell 
New York S.O., Walter 
Czech P.O., Talich (11/5 
Philharmonia, Kubelik (12/53) (H)ALP1064 
Philharmonia, Sawallisch (1/55) 88SX1034 

The recent price-changes have made 
wider the gap in cost between a “ plum- 
label”? and a “celebrity” record ; and 
there will now be more people than ever 
who think twice before paying 39s. 73d. 
for Dvorak’s Fourth Symphony when for 
33s. 113d. they can buy the Fourth 


(2/52) LXT2641 
(4/53) 38CX1036 
3) LPV44 
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Mario Lanza Serenade and Drinking 
Song from ‘“‘ Student Prince ’”’ DA 2065 


Bernard Miles 
Over the Gate; Mean’ old Charlie B9829 


George Melachrino 


Peter Brough and Archie 


Andrews Tre Little Fir Tree; I saw 
Mommy kissing Santa Claus BD 1306 


Uncle Mac uncle Mac and his Party 
Games BD 1225/6 
Uncle Mac’s Nursery Rhymes—4th series 

BD 1280/1 


Spike JONES ana his city stickers 
Rudolph, the Red-Nosed Reindeer; Yes! 
We have no bananas B 9988 


R.A.F. Central Band 
The Dam Busters, March (from the film); 
Lilliburlero B10877 


Beniamino Gigli Ave Maria—Bach- 
Gounod; Agnus Dei — Bizet DA 1488 


Semprini (piano) with the Melachrino 
Orchestra Tristesse (Chopin, arr. Hill-Bowen); 
First Rhapsody (Melachrino) B 10934 


Semprini 


C4267 
B 10935 


**Deep in my Heart ’’—selection 
Una Casa Portuguesa; 
Beyond the Blue Horizon 


“Searchlight Tattoo” 

St. Louis Blues March — U.S. Air Force Band 
The Commonwealth on the March— MasseG 
Bands B 10937 
Abide with me; The First Post—Irish Guards 
Nightfall in Camp — Massed Bands (Proceeds 
devoted to SSAFA) B 10936 


Glenn Miller & his Orchestra 


Moonlight Serenade; American Patrol 
BD5942 








Mario Engen , 


George Melachrino «nis orchestra 











Solomon The Philharmonia Orchestra 


conducted by Herbert Menges 
Beethoven Concerto No. 5— Emperor 


Sir John Barbirolli Hallé Orchestra 


Swan Lake Ballet — Tchaikovsky 


L’Arlésienne — Excerpts — Bizer BLP1004 
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Sententing (he BBO. SYEPHONY ORCHESTRA 


PwonrnA & 
“MEW WORLD’ SYMPHONY 


“MiG MASTER MSs WOrtrocm* 


Leung Fie BO) rpm. Reoore 


Arturo Toscanini 
The N.B.C. Symphony Orch. Symphony No. 5 
(‘The New World’) — Dvorak ALP1222 


Wilhelm Furtwangler 


Vienna Philharmonic Orchestra Don Juan; 
Till Eulenspiegels lustige Streiche — Strauss 
ALP1208 


Beniamino Gigli 


Neapolitan Songs 


Peter and the Wolf 


Philharmonia Orchestra conducted by Markevitch 
(Narrator: Wilfred Pickles) 
(A musical tale for children) 


BLP1034 


DLP1001 
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Robert Irving 


Royal Opera House Orchestra 


Coppélia Ballet Music — Delibes CLP 1046 EA 


Arthur Fiedler 


Boston Promenade Orchestra 


Popular movements from the symphonies 
CLP 1015 


By the Firesidé 
Christmas Carols 


Royal Choral Society cond. by Sir Malcolm Sargent 


ALPIIS9 


Amahl & the Night Visitors 


—Menotti. Complete recording under the 
personal direction of Mr. Menotti wi:h the 
original cast of the NBC Television 
Production ALP1196 


Mario Lanza 


Songs from ‘‘The Student Prince” and 
other famous melodies ALP1I186 


** Songs of Romance ”’ BLP1071 
Glenn Miller and his Orchestra 


**Sun Valley Serenade’? (Music from the 
original sound track) DLP1104 
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Noél Coward and Gertrude 
| LQ@WPENCE “Nok! and Gertie’ (Scenes 


and songs from famous shows) CLP1050 


Ronnie Hilton «sy tne Fireside” 
Selection of favourite songs DLP 1109 
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JOe LOSS ana his orchestra 
** Dancing Time for Dancers ’’— No. 6 
DLP 1103 


Famous French Cabaret 


Stars “Paris, tu n’as pas changé”’ 
Selection of French songs DLP 1076 


“Fats” Waller (Hitherto unpublished 


vocal, piano and conversation) — No. 2 
CL 


P 1042 
Sid Phillips ang nis Bana 


**Hors d’oeuvres ’’ (Selection of favourite 
numbers) DLP 1102 


Eartha Kitt irresistible in «That 


bad Eartha ’’ DLP 1067 


his eight most famous songs) 
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Sir Harry Lauder 


** Roaming in the Gloaming ’’— (Presenting 
DLP 1089 


Eddie Fisher 


** Time for Romance ”’ 
**My Serenade to You ”’ 


DLP 1040 
DLP 1074 
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YeOuNE PRINTERS 


Pe “WS MASTERS YORE” 


George Melachrino 

and his Orchestra, with SEMPRINI 

**Soft Lights and Sweet Music ’? —Theme 
from ‘‘Last Rhapsody”; Story of Three 
Loves, etc. DLP 1046 


Carmen Jones 
The actual sound recording from the film 
CLP 1034 


Bobby Dukoff 


his tenor sax and Orchestra 
** Sax in Silk ’’ — mood music 


Robert Wilson 
‘*Tang o’ the Heather’’—Ten Scottish 
favourites DLP 1086 


DLP 1077 
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Max BygravesS Meet me on the 
Corner; The Little Laplander (with a delight- 
ful children’s chorus) POPII6 


Kathie Kaye Suddenly there’s a 
valley; Teddy Bear POP126 or 7M335 (45) 


Perry Como 


he Fe ¥ | Eddie Fisher you're all 1 want for 
By Christmas; Then I’ll be Happy POPI20 


> a Song of the Dreamer; I’m just a vagabond 
EA £ *\ lover POP IOI 


David Clews (aged 12) The Bells on 
Christmas Day; Did Santa have a Daddy? 
2 } POP 127 


Deep River Boys Rock around the 
Clock (film: Blackboard Jungle); Adam never 
had no Mommy POPII3 


Rose Brennan Ten Littic Kisses; 
Wake the town and tell the People 
POP112 or 7M328 (45) 


Ronnie Hilton He; Bella Notte 
POP128 


Malcolm Vaughan smaii tak 


a\ \. (from “The Pajama Game’’); 





ora Br ryan You never know with 
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(both from “The Water Gipsies’’) Pi 
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Perry Gomo Tina Marie; Home for 
the Holidays POP 103 or 7M326 (45) 


Ken Mackintosh and his Orchestra 
The Crocodile Crawl (film “An Alligator 
named Daisy"); Wembley Stadium POPII9 





Alma Cogan 
Alma Cogan never do a tango with 
an Eskimo; Twenty tiny fingers POPI29 


Edmund Hockridge A New Town 
is a Blue Town; Hey There 


(both from ** The Pajama Game’’) POPI3I 
Sid Phillips Alabama Jubilee; Span- 
ish Serenade POP1I35 


Joe LOSS «Dancing time for Dancers” 
Waltz—I’ll come when you call; —" 
Love is a many splendored thin 


POP136 or 7M341 (45) 
Billy's Banjo Band as heard in ‘*‘Way 


Down South”’ on Thursday at 7 p.m.— Programme 
sponsored by The Empire Pools, Blackpool. 
Alabamy Bound; On the Mississippi; The 
Trolley Song; Lily of Laguna; My Mammy; 
Shine on Harvest Moon POP139 


Peter Graves and 
Pamela Charles this is our secre: 


sfooth a “The Water Gipsies”) > + POP132 
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Symphony and a fine performance of the 
Scherzo Capriccioso as well. The disc on 
which they do this is the second of the two 
Columbias listed above, 33SX1034. And 
in any case this is not one of the occasions 
where a counsel of perfection (‘‘ spend the 
extra shillings for a finer performance’’) 
is called for. The Sawallisch disc is not 
only the least costly, but also, to my mind, 
the most recommendable of the six versions 
available. 


With the exception, that is, of the 
Supraphon disc conducted by Talich—but 
the word “ available”? probably excludes 
this from consideration. Since the break- 
down of the Anglo-Czech trade agreement 
in October, 1954, supplies of Supraphon 
records to this country have stopped ; 
once stocks are exhausted, no more are 
forthcoming. In any case this Supraphon 
record, since I last played it, seems to have 
acquired an abominable surface, though 
the reading and its execution are still most 
wonderful. But this is one of those rare 
cases where the reviewer feels little hesita- 
tion in directing attention to a particular 
disc—33SX 1034. 

The D.G.G. offers quite a good, not a 
very good, performance. One likes each 
movement as it starts, and then begins to 
think it all a little heavy-handed, lacking in 
impulse, as it progresses. The Trio is taken 
at a nice easy tempo (in Sawallisch one 
may well think it rather too fast), but 
Mr. Lehmann makes his ’cellos ‘‘ pump ” 
the accompaniment figure in a curious way. 
The recording is full and comfortable, 
rather heavy in the bass, and not as vivid 
as that of the Columbia. A.P. 


KHACHATURIAN. Concerto for 
Violin and Orchestra. David 
Oistrakh (violin), Philharmonia 
Orchestra conducted by Aram 
Khachaturian. Columbia 33CX1303 
(12 in., 39s. 74d.). 

Igor Oistrakh, Philharmonia, Goossens 
(4/54) 38CX1141 


An unusual game of Musical Chairs 
seems to have gone on since the previous 
recording of this work (which I reviewed in 
April of last year): the gramophone com- 
pany and the orchestra stay the same, the 
soloist gives way to his father (to whom the 
concerto is dedicated) and the previous 
conductor to the composer. Columbia, 
however, have moved their microphones in 
the meantime, and the main differences we 
notice are that the orchestral tuttis are 
coarser and the soloist is placed more in the 
foreground. Otherwise there is little enough 
to choose between two excellent perform- 
ances. In the first movement (in which 
both violinists use the Oistrakh cadenza 
instead of the printed one), I feel that young 
Igor is actually more assured and more 
subtle than his father ; but in the finale 
(taken at a spanking pace) there is just 
that much extra wild abandon in the new 
version. The balance between soloist and 
orchestra in the sinuous slow movement, 
too, is better this time, various details 
emerging clearly which had previously to 
be listened out for. The Philharmonia 
Orchestra remains its unruffled, impeccable 
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self. Choice between the two issues is more 
than usually difficult: certainly if you 
already have 33CX1141 I wouldn’t bother 
to change ; but if you are starting from 
zero, the fact of having the composer and 
dedicatee will probably sway you. L.S. 


LECOCQ. “La Fille de Madame 
Angot”—Ballet Suite. Royal Opera 
House Orchestra, Covent Garden 
conducted by Hugo Rignold. H.M.V. 
7EP7020 (7 in., 11s. 1od.). 

This is a suite from Massin’s ballet billed 
here as La Fille de Madame Angot (which is 
the title of Lecocq’s operetta) but at 
Covent Garden as Mam’zelle Angot, the 
music being orchestrated by Gordon Jacob. 
The Covent Garden Orchestra and Rignold 
give a performance without much chic 
about it, but plenty of high spirits, and the 
recording is good. In fact this is a bright 
tuneful disc which can be recommended. 
The sleeve-note is by my friend Miss 
Pigeon Crowle, and has been printed by 
E.M.I. in a sort of blank verse in lines of 
irregular length. What a chance was 
missed for making a pretty Derain cover. 

A.P. 


MACDOWELL. Concerto No. 1 for 
Piano and Orchestra in A minor, 
Op. 15. Concerto No. 2 for Piano 
and Orchestra in D minor, Op. 23. 
Vivian Rivkin (piano). Orchestra 
of the Vienna State Opera conducted 
by Dean Dixon. Nixa WLP5190 
(12 in., 39s. 74d.). 

MacDowell’s resemblances to Grieg have 
often been pointed out ; they included an 
instinct for the smaller forms that felt under 
some compulsion to spread itself respectably, 
and not always wholly successfully, in the 
larger ones. This did not stop Grieg’s 
Concerto becoming a winner ; but it has 
tended to hold those of MacDowell in a 
rather obscure position. 

Their emergence into the light of day on 
LP discloses that the First is a considerably 
more conventional work than the Second. 
They both date from the 1880’s, when 
MacDowell was living in Germany, and 
they both exploit nineteenth-century piano 
platform-language pretty fully: the fire- 
works are exploded in generous profusion. 
The three movements of the First Concerto, 
though, balance in the accepted way: a 
sonata-style opening, with dramatic and 
lyrical elements decorously balanced; a 
lyrical, and effective, slow movement ; and 
a gay finale that might surely have become 
a hit on its own if Litolff had not somehow 
managed to corner the market in concerto- 
extracts. The real surprise, though, is to 
come in the Second Concerto: here a slow, 
almost solemn first movement and a scherzo- 
ish finale frame a short, fast 2/4 middle 
movement that simply cannot have been 
written in Germany seventy years ago— 
suitably mistitled it could certainly invade 
the exclusive precincts of the Light Pro- 
gramme as current produce. If the word 
“Concerto” gave MacDowell inhibitions, 
he shed them at this point: here could be 
yet another rival to Litolff. 

Vivian Rivkin dashes vigorously through 
all the pianistic complexities, making them 
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sound child’s play ; the orchestral support 
is adequate, though sometimes a string line 
sounds thin and wavery. This is unlikely 
to be the fault of the recording, which, bar 
a pre-echo beginning the First Concerto, is 
very good indeed, considering either the 
orchestra or the piano. The issue as a whole 
successfully explores fresh fields, and is very 
welcome. M.M. 


RAWSTHORNE. Symphonic Studies 
for Orchestra. Philharmonia 
Orchestra conducted by Constant 
Lambert. 

TIPPETT. Concerto 
String Orchestra. Philharmonia 
Orchestra conducted by Walter 
Goehr. H.M.V. CLPio50 (12 in.. 
33s. 114d.). Recorded under the 
auspices of the British Council. 

These really belong among Classica] 
Reissues, being two old British Council 
recordings on 78s given a new lease of life 
on LP; but it seemed better to put them 
here and draw attention to two fine British 
compositions. The Tippett dates from 1939, 
and has established itself as a piece which 
turns up about twice a year in our concert 
programmes. The outer movements are 
vigorously contrapuntal (Purcell’s Fantasies 
are perhaps their ultimate inspiration), the 
central Adagio has a long beautiful melody 
which carries a hint of Negro spiritual 
about it (though it has also been described 
as ‘a recognisably English inspiration ”’). 
The 78 discs did not reproduce the string 
tone very well, though the performanee 
was beautifully prepared; all the more 
pleasing, then, that in this LP edition the 
string tone is very good. 

But it was a pity that the Rawsthorne 
Symphonic Studies, the work which (1938) 
firmly established his reputation, could net 
be remade. An earlier recording than the 
Tippett, to our modern hi-fi-accustomed 
ears it sounds much as acoustic recordings 
did to pre-war ears, and I suspect that it is 
a dubbing from 78s, not a tape-transfer. 
A lot of the vigour and brightness has gone 
out of the music. Nevertheless it is useful 
to have it on disc. 

The miniature score of the Tippett 
Concerto is obtainable from Schott, for 5s., 
and of the Rawsthorne Studies, from 
Oxford University Press, for ros. 6d. 
Both add considerably to enjoyment. 
Now, please, may we have fine modern 
recordings of the Rawsthorne Symphony 
and of the Four Ritual Dances from 
Tippett’s The Midsummer Marriage. A.P. 


for Double 


ROSSINI. Overtures: The Barber of 
Seville; Italian Girl in Algiers. 
London Philharmonic Orchestra 
conducted by Georg Solti. Decca 
LW5207 (10 in., 19s. 6d.). 

If I heard either of these overtures in the 
opera house I should already be looking 
forward to a sparkling performance—and 
only hoping that the singing would be as 
good as the orchestral playing. First-rate, 
both of them, with every player on his toes 
(which is the only position in which to play 
Rossini) and the result is of both charm and 
virtuosity. A bright recording suits o 
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character of the music and if played without 
too much top it sounds first-rate. 
Altogether, just the thing to add to the 
cheerfulness of the Christmas gathering. 
T.H. 


SHOSTAKOVICH. Symphony No. 5 
in D major, Op. 47. Philharmonic 
Symphony Orchestra of London 
conducted by Artur Rodzinski. Nixa 
WLP20004 (12 in., 39s. 74d.). 


V.S.O., Horenstein (5/53) PL7610 
St. Louis S.0., Golschmann (1/55) CTL7077 


Writing about the two earlier versions of 
this symphony (January, 1955), M.M. 
pointed out the varying virtues and 
drawbacks of each, seemed to be hesitant 
about which to recommend, decided on 
Horenstein—but immediately added that 
he wasn’t expecting general agreement in 
his choice. I have just been listening to 
these two discs and can sympathise with 
M.M., who was deperately trying to be 
scrupulously fair. But when a critic has a 
great deal of pro-ing and con-ing to do, 
then you can usually assume that no version 
he is discussing is very satisfying. My own 
situation is far easier, for I am in no doubt 
that this new Nixa version, though it can be 
faulted, is certainly my choice of the three. 

Comparison of the work’s opening in each 
version is interesting and not untypical of 
the whole of each. The Capitol recording 
of that forceful start is hopelessly feeble, too 
backward and far off in a large hall. The 
Vox has strength, but Horenstein plays the 
rhythm in a heavy, pedantic way that has 
nothing like the dramatic effect of Rod- 
zinski’s opening on the new Nixa. Later, 
when the expressive E flat violin melody 
arrives, we have lovely soft tone on the 
Capitol (this recording’s strong point), a 
good violin sound on Vox, but spoilt by 
Horenstein’s lumpy accompaniment: Nixa 
give us only fair soft string tone, lacking 
warmth, but the playing is good and I do 
not think the disadvantage a very serious 
one compared with the recording’s great 
virtues. And Rodzinski holds together the 
whole of these opening pages better than his 
rivals, an important point, for the music 
easily gets bitty and meandering (and in 
Golschmann’s performance, does). 

Where the Nixa really scores is in the 
dramatic power of its interpretation, made 
additionally telling by the vivid recording. 
It is in the slow movement that we most 
miss a beautiful string sound (which the 
Capitol has, as well as more sensitive 
conducting). There is, by the way, a bad 
bit of raggedness in this movement which it 
was a pity to pass, a very untidy end to the 
string climax immediately before figure 90 
in the score. 

The qualities of both performance and 
recording really come to the fore in the last 
movement. Rodzinski does not pay great 
heed to the composer’s frequently varying 
tempo directions at the start, but all the 
same it is a powerful, exciting performance. 
Its recording is absolutely splendid: full 
and brilliantly vivid. (Incidentally a short 
cut is made in this movement—but not in 
the earlier versions. I am told that it is 
often done, but I think it a pity, for it is not 
only short but a very beautiful passage.) 

pik: & 
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SIBELIUS. The Tempest, Op.r1og. 
Royal Philharmonic Orchestra 
conducted by Sir Thomas Beecham, 
Bart. Philips ABR4045 (10 in., 
28s. 8d.). 

I take this disc to be in the nature of a 
birthday present to Sibelius on the occasion 
of his goth birthday, and a very charming 
present it makes. No one has done as much 
as Beecham in this country to reveal 
Sibelius’s greatness as a writer of symphonies, 
and here he turns his attention to what is 
lamentably one of this composer’s most 
recent publications—a mere thirty years old. 
(If only the present had been one of the 
most recent compositions!) Incidental 
music, if it is good for its specified purpose, 
can hardly hope to stand up in the concert 
hall, and it must be admitted that many of 
these fourteen trifles have very little 
substance. (There are eighteen pieces in 
the two published suites, but four are 
omitted.) Also many of them are very soft, 
presumably because in the original pro- 
duction they were a backing for dialogue. 
Philips have achieved an astonishing 
contrast between maximum and minimum 
volume on this disc, as much as I ever 
remember hearing, and the result is that if 
one has one’s gramophone adjusted so that 
the storm music does not produce com- 
plaints from one’s neighbours, about half 
the disc verges on the inaudible. But for 
anyone who lives in the middle of a lonely 
moorland this recording is magnificent. It 
almost goes without saying that the playing 
is wonderfully good. I noticed some not 
very good chording at the start of “‘ The 
Oak Tree ”, and the ’cellos are at fault in 
the first bar of the final string passage of 
“The Chorus of the Winds ”’, but these 
are unimportant blemishes on a splendid 
record. 


Finally a few random remarks. I wish 
that what were originally vocal numbers 
had here been recorded with singers; I 
imagine that the pieces called ‘‘ Lied ” in 
the score are settings of ‘‘ Full Fathom 
Five ”’, etc., and it would be nice to hear 
them with the words. The final timpani 
note in “‘ Caliban ” is recorded with quite 
astonishing realism. The “Canon”? is 
much more like the scherzo of Sibelius’s 
First Symphony than it is like any canon 
I’ve ever met. The opening of ‘‘ Scene ” 
and ‘‘ Humoresque”’ are marked mf, but 
here played pp—to the great advantage of 
the music, but this alteration makes the 
preponderance of very soft music on this 
record all the greater. “‘ The Dance of the 
Nymphs” is wildly un-Shakespearian, 
though it would sound quite at home in 
“Lilac Time”. The final Storm music 
(note-for-note the same as the famous 
Prelude but without the quiet end, and 
with a few introductory bars) is taken very 
slowly indeed, each bar, incredibly, lasting 
about nine seconds; it is surprisingly 
effective like this. The Prelude is not 
included on the disc. 


In short, these are trifles of uneven merit, 
but at their best of real charm and 
distinction, played quite beautifully and 
recorded with wonderful realism. 


RF. 
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TCHAIKOVSKY. Mozartiana — 
Orchestral Suite No. 4, Op. 51. 
The Slippers — Suite. Phil- 
harmonia Orchestra conducted by 
Anatole Fistoulari. Parlophone 
PMC1028 (12 in., 32s. 11}d.). 

Mozartiana : 
Slovakian P.O., Talich (5/54) LPM6: 

Mozartiana has dropped out of the concert 
repertory and I should not think that many 
are mourning its loss. Tchaikovsky mad« 
this Suite to help popularise Mozart’s music. 
Whether it did help or not, we don’t need 
it today when original Mozart is all around 
us and can be heard even by those most 
remote from a concert hall. As to its own 
value—absolutely none, I should say. How- 
ever, there are evidently people who will 
want to make their Tchaikovsky library as 
complete as possible or are interested in this 
Suite for its curiosity value, and they will 
find this new recording a much better one 
than its predecessor. The older one did not 
give such real quality of sound, it had some 
surface crackle, and as it took both sides of 
a 10-inch, it cost a good deal more. 

The Suite from The Slippers is an altogether 
different matter, none of it of any great 
consequence but full of gay tunes—the sort 
of music to give a great deal of easy pleasure. 
The opera The Slippers (Cherevichki ) was Tchai- 
kovsky’s revised version of the earlier Vakula the 
Smith, a revision that greatly satisfied him and 
of which he conducted the first performance 
in 1887. These pieces from it can be highly 
recommended for their own attractiveness, 
their bright playing and good recording. 

2. 


TCHAIKOVSKY. Symphony No. 4 in 
F minor, Op. 36. RIAS Symphony 
Orchestra conducted by Ferenc 
Fricsay. D.G.G. DGM18039 (12 in., 
39s. 74d.). 

Conservatoire, Kleiber 
V.P.O., Furtwaengler 
Vienna Op. Orch., Scherchen 
Chicago S.O., Kubelik 
Belgian Rad. S.O., Andre 
Philharmonia, Karajan (11/54) 383CX1139 
Czech P.O., Nyazi -9 
Philharmonia, Malko (9/55) (H)CLP1045 
The success of Fricsay’s performance and 
recording of the 6th Tchaikovsky Symphony 
will cause a great deal of interest in this 
latest issue of the 4th by the same company 

(though with a different orchestra, for the 

6th was done with the Berlin Philharmonic). 

And, indeed, it will have to be an out- 

standing performance, for the rivalry is 

great and this new D.G.G. starts with one 
great disadvantage—the slow movement is 
broken over the sides. (All the rest put the 
first movement on to one side and the 
remaining three on the reverse.) This 
would seem, on paper, to be a small dis- 
advantage but we are so spoiled nowadays 
that the irritation is very great, not so much 
at the getting up from one’s chair as in the 
break in the music’s flow. D.G.G.’s reason, 

I suppose, is to balance the lengths of the 

sides better and to avoid loss of quality on 

the second, and usually much longer, side. 

But to put the last three movements on one 

side only means 24 or 25 minutes music, 

which is not excessive ; and, indeed, the 
best of the other versions keep very good 
quality to the end. 


(9/50) LXT2511 
(12/52) (H)ALP1025 
(12/53) WLP5096 
(12/53) (H)ALP1083 
(10/54) LGX66002 
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Philips present a tribute to the greatest living composer from the 


conductors of his personal choice 





JEAN 
SIBEFEAWS 


SIR THOMAS BEECHAM, Bart. and 
The Royal Philharmonic Orchestra 
The Tempest — Incidental Music, Op. 109 
ABR 4045 

| EUGENE ORMANDY and 


The Philadelphia Orchestra 
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/ Symphony No. 4 in A Minor, Op. 63 
Symphony No. 5 in E Flat Major, Op. 82 
ABL 3084 


LONG-PLAYING RECORDS 











The GRAMOPHONE 





Malcolm Arnold listens to a ‘ playback * 


MALCOLM ARNOLD'S three most famous 


and attractive works played by 


THE ROYAL PHILHARMONIC ORCHESTRA 
Tam O'Shanter Overture, Op. 51 

conducted by JOHN HOLLINGSWORTH 
Beckus the Dandipratt, Comedy Overture, Op. 5 
Symphony No. 2, Op. 40. 


Conducted by MALCOLM ARNOLD | NBL 5021 


THE Berlioz conductor..... 


SIR THOMAS BEECHAM and 
THE ROYAL PHILHARMONIC ORCHESTRA 
BERLIOZ Overtures: 

King Lear, Op. 4 Les Francs-Juges, Op. 3 

Le Carnaval Romain, Op. 9 Waverley, Op. 1b 
Le Corsaire, Op. 21 
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HONEGGER’S ‘LAST COMPOSITION’ 


Une Cantate de Noel (A Christmas Cantata) 
Michel Roux (Baritone) 

The Elisabeth Brasseur Choir and 

Petits Chanteurs de Versailles 

Maurice Duruflé (Organ) 

The Lamoureux Orchestra 

Conducted by PAUL SACHER 


Honegger, writing about his 
CHRISTMAS CANTATA, said that 
the public's reception of this work 
had been so rewarding that he 
would be satisfied to end his career 
on this simple, straightforward 


and placid note. 


OPERA FOR ORCHESTRA 

ANDRE KOSTELANETZ continues 

his successful Opera Series, 
which includes 

CARMEN (NBL 5003) and 

LA TRAVIATA (NBL 5006), with 
GERSHWIN : 

Porgy and Bess (A Symphonic Picture) 
TCHAIKOVSKY : The Queen of Spades 
—Suite (Pique Dame, Op. 68) 
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BELA BARTOK considered that 
the Juilliard Quartet gave the most 
convincing performances of his 


Quartets that he had ever heard. 


Quartet No. 1, Op. 7 (1908) 
Quartet No. 2, Op. 17 (1917) 
THE JUILLIARD STRING QUARTET 


The remaining four Quartets will be 
ABL 3064 pagent 
released in due course. 
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The Juilliard String Quartet 











NEW EXETEN DED PLAY 


(7” 45 rpm) 

EUGENE ORMANDY and the Philadelphia Orchestra 
Sibelius : FINLANDIA, Op. 26 (Symphonic Poem) 
Tchaikovsky: ANDANTE CANTABILE 
(from String Quartet No. 1, Op. 11) NBE 11011 
A Chrisimas E.P. 

FATHER SYDNEY MacEWAN 
Come to the Manger. See Amid the Winter Snow. 
The Lark in the Clear Air. The Dashing White Sergeant. 
The Lewis Bridal Song. 
with PHILIP GREEN and his Orchestra 
NBE 11012 
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Philips Electrical Limited, Gr h Records Divisi 
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For a music-loving friend why not 
choose one of the following 
PHILIPS LP records? Each of these 
maintains the high standards, both 
of performance and recording, 


that are the hallmark of 
the PHILIPS lIabel. 






45 r.p.m. (Extended Play) 


Red Label 7” ABE 10,000 series 13/2id. 
Green Label 7” NBE 11,000 series 11/10d. 
Black Label 7” BBE 12,000 series 11/10d. 
33ir.p.m. 

Red Label 12” ABL 3000 series 38/3d. 
Red Label 10° ABR 4000 series 28/8d. 
Green Label 12” NBL 5000 series 33/11id. 
Green Label 10” NBR 6000 series 25/9d. 
Black Label 12” BBL 7000 series 35/1id. 
Black Label 10” BBR 8000 series 26/5d. 
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LONG-PLAYING RECORDS 














eguipmem incorporating the famous Philips * Featherweight * Pick-up. 


» 179-185 Great Portland Street, London, W.!. 
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MOZART 

Bastien und Bastienne, K.50 

Ilse Hollweg (soprano) 

Waldemar Kmentt (tenor) 

Walter Berry (bass) 

The ‘‘Wiener Symphoniker”’ (Vienna 
Symphony Orchestra) 

Conducted by JOHN PRITCHARD ABL 3010 


SCHUMANN 


Etudes Symphoniques, Op. 13 
YURI BOUKOFF (piano) 


LISZT 

Piano Concerto No. 1 in E Flat Major 
The Radio Philharmonic Orchestra 
Piano Concerto No. 2 in A Major 

The Hague Philharmonic Orchestra 
COR DE GROOT (piano) 


Conductor: WILLEM VAN OTTERLOO 
ABL 3026 


DVORAK 

Symphony No. 5 in E Minor, Op. 95 
(‘From the New World’) 

The Hague Philharmonic Orchestra 


Conducted by ANTAL DORATI ABL 3021 


CHABRIEK 
Féte Polonaise—Choral version 
(From ‘Le Roi malgré lui’) 
Marche Joyeuse 

Overture: Gwendoline 
Rhapsody : Espana 

Suite Pastorale 

The Lamoureux Orchestra 
Conducted by JEAN FOURNET 


KODALY 

Dances from Galanta 

Dances of Marosszék 

The ‘‘Wiener Symphoniker”’ 

(Vienna Symphony Orchestra) 

Conducted by RUDOLF MORALT NBR 6009 


CHAUSSON 

Symphony in B Flat Major, Op. 20 
L’Orchestre des Concerts Pasdeloup 
Conducted by JEAN FOURNET 


STRAVINSKY 

Petrouchka (Complete ballet) 

The Philharmonic-Symphony Orchestra 

of New York 

Conductor: DIMITRI MITROPOULOS ABL 3027 


NBL 5000 


Philips are world-renowned makers of radiograms, record players and record playing 
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The performance is of the highly regi- 
mented kind. Quick speeds—the first move- 
ment, for instance, is about two minutes 
shorter than Furtwangler or Karajan: 
playing of perfect ensemble but of inflexible 
rhythm: the softest passages so soft as 
scarcely to be heard, the loudest ones 
coming at you with all possible force (and 
not improved by strident trumpets) : brass 
rhythms of a remorseless insistence. If you 
like it that way, it is all highly effective. 
But when I put on Karajan’s performance, 
thinking only to play a few bars as a 
reminder, I found myself going on for sheer 
pleasure. The velvet glove and the flexible 
wrist seem to me so much more attractive 
without the iron hand. 


I also prefer the sound of the Philharmonia 
in Karajan’s performance. The strings are 
more beautiful and the brass sound is 
rounder (though Fricsay has absolutely 
splendid horns). Readers will gather that 
Karajan’s performance is still my tavourite 
by a long way. And Furtwangler and 
Kubelik are also not to be overlooked. 

fig 


CHAMBER MUSIC 


BACH. Three Sonatas for Viola da 
Gamba and Harpsichord, 
BVW 1027-29. Egida Giordani 
Sartori (harpsichord), Janos 
Scholtz (viola da gamba). Vox 
PLgo10 (12 in., 39s. 74d.). 

Soyer, Chessid (1/58) CLP54 
Bach is not always at his best when writing 

for solo instrument and harpsichord, in my 
opinion but these three viola da gamba 
sonatas are splendid. Perhaps there is a 
slight falling-off towards the end of number 
three, but even so these would surely be 
among his most popular works but for the 
practical difficulties of ever playing the 
things at all. Few people can play the 
viola da gamba, and fewer still play it well 
enough to tackle these very difficult sonatas. 
They can of course be transferred to the 
‘cello, and they have been recorded on that 
instrument by Soyer, but they do not per- 
fectly suit it. The first sonata lies too high 
for comfort, while the second goes to the 
opposite extreme and includes notes below 
the ’cello’s bottom string. What is wanted 
is a really good recording on the proper 
instruments, and I am afraid that Vox’s 
new disc does little to satisfy this need. For 
one thing Janos Scholtz does not seem to 
produce the right sort of tone from his 
gamba. Worse, in most of the quick move- 
ments he does not seem to produce any 
tone at all, for whenever the harpsichordist 
is bent on making a fine clatter the gamba 
is to all intents and purposes inaudible. The 
balance is reasonably satisfying in the slow 
movements where the harpsichordist is 
more restrained. Oddly enough, in the 
rival ’cello version, the harpsichord is 
drowned in the quiet slow movements and 
the balance pretty good in the loud quick 
ones. A solution in each case would have 
been to have had a different balance for 
each type of movement. 


_I have one or two other complaints. 
Surely the trilling at the start of the first 
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sonata is excessive. This lovely opening is 
far more impressive in the ’cello version 
without trills. And whatever are the 
extraordinary noises going on in the back- 
ground at the end of this movement ? 
R.F. 


BACH. Sonata in G minor for Flute and 
Harpsichord, BWVi1020. Sonata 
No. 4 in C major for Flute and 
Continuo, BWV1033. Sonata No. 6 
in E major for Flute and Continuo, 
BWV1035. Sonata No. 5 in E minor 
for Flute and Continuo, BWV1034. 
Jean-Pierre Rampal (flute), Robert 
Veyron-Lacroix (harpsichord), Jean 
Huchot (’cello). London Ducretet- 
Thomson DTLg93058 (12 in., 39s. 74d.). 


Sonatas Nos. 4 and 5: 
Baker, Marlowe 
Sonata No. 6: 
Baker, Marlowe 


(8/53) AXTL1016 
(8/58) AXTL1015 
No one ever seems to have explained to 
Bach that flute players have to breathe just 
like anyone else. In the C major sonata 
only one of the four movements has any 
rests at all, and in that one the total time 
allowed to the poor man to get his breath 
back is perhaps a second and a half. Bach 
wrote three sonatas for flute and fully- 
composed harpsichord accompaniment, and 
three for flute and continuo. It is these 
latter works that comprise the greater part 
of the record here under review; the 
accompaniment consists of both harpsichord 
and ’cello (or gamba), but the harpsi- 
chordist. has to improvise from a figured 
bass. Robert Veyron-Lacroix does this with 
great artistry, and as the recording company 
have engaged a ’eello to help him (and not 
many would have bothered) the result is an 
unusually authentic performance. To be 
honest I do not think these sonatas show 
Bach at anything like his best, but much of 
the playing is sufficiently good for you to 
forget at times that he is a little off form. 
Not that the playing is perfect. The flute is 
a shade flat in the final minuet of the 
C major, while in the E minor (the best of 
these sonatas) the ensemble is a little shakey, 
notably in the finale where the pace is so 
brisk that the players are in grave danger 
of being blown apart. The E major contains 
three binary form movements, and in each 
case only the first repeat is made. Surely 
one should make both repeats or neither. 


’ The G minor sonata is an oddity in that, 
so far as I am aware, no one knows for what 
instrument Bach wrote it. One is tempted to 
say it cannot be for the flute because it has 
sO many rests ; most editions cal] it a violin 
sonata. The balance here is fairly good, 
though in the other works the flute seems a 
little too near the microphone. Much of 
the flute playing is extremely good, and 
generally this is a stylish record. 


The rival recording by Julius Baker and 
Sylvia Marlowe provides all six sonatas on 
two discs. There is no ’cello in the “ con- 
tinuo ” sonatas and in these the harpsichord 
part is not “ realised ’’ with the authority 
and musicianship shown by Robert Veyron- 
Lacroix. But the flute playing is at least as 
good and the balance of the instruments a 
shade better. RF. 
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BACH. Brandenburg Concertos Nos. 
1-6 Complete, BWV1046-1051. 
Instrumental Ensemble conducted 
by Jacha Horenstein. Vox DL122- 
1/2 (two 12 in., £4 19s. 3d.) including 
Scores and Analytical Notes. 


Complete : ; 
Stuttgart Cham. Orch., Munchinger , 
(1/51) on (1/51) LX3029 


9/50) LXT2501 
London Baroque Ensemble, Haas 
(12/53) WLP6309-1/8 
Schola Cantorum Basiliensis, Wenzinger 

(4/55) APM14011-2, AP13016 
Another of Vox’s extra-long playing 
issues. So far, the Brandenburgs have 
taken two 12-inch LPs and a 1o-inch 
(Decca and Archive) or even three 12-inch 
discs (Nixa). By fitting Nos. 1 and 3 on to 
side 1, however, and 2 and 4 on to side 2, 
Vox have got the set on to a couple of discs. 
Disc-price, for two 12-inch LPs, is normally, 
£3 19s. 3d. For the extra pound which 
Vox ask for their set we get a “ special 
container ’’, which I have not seen, and a 
book of analytical notes and miniature 
scores, which I have. The notes, by 
Emanuel Winternitz, Curator of Ancient 
Instruments at the New York Metropolitan 
Museum of Art, are rather longer than 
those on the usual sleeve-note, and very 
strictly analytical. The scores are reduced 
reprints of the Boosey & Hawkes miniature 
scores, infra-miniatures, arranged with four 
pages of the original miniature score on 

one big page of the new one, thus: 

s @ 


which does not make for easy following, 
especially when each original page contains 
more than one system of staves and we 
have to thread our way through puzzles 


like: I 3 
2 4 
59 
6 8 


and even worse. After a little perserver- 
ance, however, one acquires the technique 
for following this dislikeable lay-out. All 
the same if I were a record-buyer I would 
grudge the extra pound, since for 16s. 6d. 
one can obtain “ proper ”’, nice, sensible 
miniature scores of the six Brandenburgs. 
Let us assume that you already have the 
scores ; in that case the difference in price 
between Vox and Archive or Decca is 
only 10s. 


But performance matters more than price, 
and here I must refer readers to D.S.’s long 
review of the Archive set last April (pp. 
485-6). On replaying the various versions 
available, I find myself in complete agree- 
ment with everything he said. In brief, 
his recommendations were for Nos. 2 and 5 
on the Telefunken disc by the Berlin 
Chamber Orchestra under Hans von Benda 
(LGX66012), for No. 6 the Miinchinger 
performance on Decca, and for the rest the 
Archive Series. Couplings do not allow us 
to acquire these recommendations without 
extravagant overlapping ; if we want one 
single complete set, then obviously the 
Archive is the one to make for. 


The Vox set is recorded, presumably in 
Vienna, with some excellent players: 
Schneiderhan as solo violinist, Wanausek 
as flautist, Waechter as oboist, Koch as 
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horn. The versatile Paul Angerer plays 
solo viola, violino piccolo, harpsichord 
(presumably in No.5) and second recorder. 
Four violinists are named besides Schneider- 
han, two viola-players (one alternating 
with first recorder), one ’cello, two gambas 
and double-bass. If the list is indeed 
complete, then there is only one viola 
player to sustain the line in Concerto No. 
4. The performances are not very enjoy- 
able, and those of the Schola Cantorum 
Basiliensis are: I think a sentence from 
D.S.’s review explains why: Wenzinger 
“has at his disposal an exceptionally well- 
trained group of musicians, conversant not 
only with the special technique required to 
play old instruments, but also with the 
manner of performing the music ; that is, 
the realisation of its frequently unwritten 
phrasing, ornaments and rhythms’. By 
comparison, the Vox ensemble under 
Horenstein merely plod along through yet 
another set of Brandenburgs, with the old 
chug-chug style that is intolerable once our 
ears are tuned to more flexible performances. 

In No. 1 the harpsichord is barely audible 
(this is a general fault in the set). The 
Minuet does not have that “ graceful and 
elegant sound, with perfect internal balance 
of instruments ’’, which D.S. noted in the 
Archive disc; it is ponderous; and the 
Polacca, which is in contrasting tempo in 
that performance, here goes straight on at 
the same speed, with 3/8 equal to 3/4. 
In No. 3, which comes next on the record, 
the Allegros are linked by the usual two 
chords, decorated with a_ harpsichord 
melisma ;in the Wenzinger disc Eduard 
Miiller gives us a harpsichord solo, and the 
lithe strings are far more enjoyable than 
Horenstein’s determined ones. 

No.2 (in which a recorder is used) 
suffers most of all, as one would expect, 
from unimaginative phrasing—how un- 
bearable this music can sometimes seem to 
be! In the slow movement the soloists 
have elected to turn the dotted crotchet 
into a double-dotted one, presumably with 
some baroque authority. The trumpet 
sounds rather squeaky in its highest octave. 
No other version offers quite as captivating 
trumpet-playing as the Telefunken. The 
recorders in No.4 are rather whiffly and 
the continuo is hardly audible at all. 
There is not the strangely pleasant rounded 
tone of the eighteenth century solo violin 
used in the Basle performance. In No. 5, 
too, the harpsichord sounds distant, even in 
its solo passages. 

This sounds like a catalogue of faults ; 
but the truth is that I received hardly any 
pleasure at all from this new set, and 
returned each time to the Archive or Tele- 
funken versions. A.P. 


BARTOK. String Quartet No. 1, Op. 7. 
String Quartet No. 2, Op. 17. 


Juilliard String Quartet. Philips 
ABL3064 (12 in., 38s. 3d.). 
Quartet No.1: 

Hirsch Quartet (8/53) TM8 


It is good news that at long last the 
Juilliard’s splendid set of the Bartdk 
quartets, issued some time ago in the 
States, is to be released here ; for the absence 
these works was one of the most glaring 
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lacunae in the catalogue. Fantastic that 
only one of the six should have been avail- 
able on LP until now; but, with due 
acknowledgment to Argo’s enterprise in 
the matter, their recording is quite out- 
classed by the new one, which also works 
out more economically with two quartets 
on a 12-inch disc instead of one on a 
10-inch. Incidentally, I should have 
thought that the Juilliard’s publicity 
manager (or whoever it is) might have 
secured the issue of this disc prior to the 
Quartet’s appearance in this country last 
month: as it is, it will have to serve as an 
inspiring reminder of the visit of a first-rate 
ensemble. For of its quality there can be 
no doubt whatever: these are readings of 
the first two Barték quartets which are 





Jascha Horenstein 

Horenstein, known mainly to readers in 
this country by his appearances on the Vox 
label, was born in Kiev in 1898, going later 
to Vienna for his education. Here he 
studied music under the guidance of men 
such as Schalk, Loewe, Weingartner and 
Walter, making his debut in Vienna, in 
1925, with Mahler’s First Symphony. Later 
he became assistant to Siegfried Ochs in 
Berlin where he also conducted the famous 
Bliithner Orchestra. In 1928 he was 





appointed General Music Director to the 
Diisseldorf Opera. With Hitler’s rise to 
power Horenstein left Germany and toured 
the rest of Europe as a guest conductor, 
eventually settling in America in 1939. In 
1947 he returned to Europe for guest 
appearances with orchestras such as the 
Concertgebouw, Paris Conservatoire, London 
Symphony and Santa Cecilia in Rome. In 
1950 he conducted the first performance of 
Alban Berg’s ‘‘ Wozzeck ”’ in Paris. 





authentic in style, extremely fluent techni- 
cally without ever descending into mere 
slickness, and beautifully polished. There 
is presumably no need at this juncture to 
say anything about the works themselves, 
which are universally recognised as among 
the great landmarks of the chamber music 
repertoire. There is a warmth of tone and 
a sympathy about the Juilliard’s perform- 
ance which, if it rather tones down the 
barbaric element occasionally, heightens 
the music’s expressive quality: the forceful 
sections are not allowed to assault our ears 
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too mercilessly, and in the first movement 
of the Second Quartet we are led to agree 
with Matyas Seiber that in its romantic 
intensity it “‘remains one of the most 
beautiful pieces Barték ever wrote ”’. Con- 
noisseurs of ensemble playing will admire 
the unfailing unanimity of thought and 
execution apparent here: such passages as 
the pp prestissimo ending of the second 
movement of No. 2 are a real tour de force 
The recording is a bit ungenerous to the 
first violin, whose very high register sounds 
noticeably weak, but otherwise it is entirely 


acceptable and well balanced. LS. 


BERKELEY. String Trio. 

DOHNANYI. Serenade in C major, 
Op. 1o. 

FRANCAIX. String Trio in C major. 
Jean Pougnet (violin), Frederick 
Riddle (viola), Anthony Pini (’cello). 
Nixa WLP20017 (12 in., 39s. 74d.). 

String trios get a poor press on the whole. 

and most of us feel that four players are 
better value than three. This attitude is 
presumably due to the lack of world-famous 
tric combinations, and also to the supposed] 
thin texture imposed on any composer when 
writing in this form. This record should help 
to dispel both these impressions and their 
implications. The three players constitute 
75 per cent of a well-known string quartet, 
and perhaps for this reason play the music 
with as much polish as anyone could wish, 
while the music shows no signs of thinness 
whatever ; all three composers are adepts 
of making three instruments sound like five 
or even more, when they wish to, and there 
is plenty of contrast and no feeling of 
monotony whatever. 


The Frangaix is one of the most delicious 
trifles I have listened to for some time, full 
of the prettiest, wittiest effects. No one 
should bother their heads about plumbing 
the depths of this music because there 
aren’t any. Even the slow movement has 
only an Attic simplicity which makes few 
demands on the listener’s concentration. 
The finale has one of those very silly tunes 
French composers used to write in the 1920s. 
nowadays turned out with a good deal less 
grace by Carl Orff. The Berkeley trio has 
rather more substance than the Frangaix. 
but something of the same Gallic good 
humour. I doubt if the slow movement is 
quite worthy of the other two, but this is 
most enjoyable music. The Dohnanyi 
seems to derive from Beethoven’s Serenade 
for the same combination (Op. 8). Both 
start and end with a march and there are 
other affinities. Dohnanyi also seems to have 
had Wolf’s Italian Serenade in mind when 
he wrote this march, but was presumably 
unaware that he had. He suggests other 
composers too—inevitably Brahms in several 
places. But he has something of the light 
touch of Frangaix and Berkeley, and his 
technical resource is boundless. He often 
combines tunes in uneasy counterpoint, as, 
for instance, in the second piano quintet ; 
in this serenade the scherzo theme and the 
trio theme come together quite unexpectedly 
and fit like a glove. This is surely among his 
very best achievements. 
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Complete on Two 12” Records 


J. S. BACH 


THE SIX BRANDENBURG 
CONCERTOS 


BWV 1046-1051 





Soloists under the direction of 
Jascha Horenstein DL 122 





Authoritative performances on instru- 
ments for which they were originally 








written, i.e. Violino piccolo, Viola da 
gamba, Recorders, Harpsichord. 


Limited De-Luxe Edition 


cry OTT 


Two 12” LP records, with 78 page Booklet 
containing full Scores and Analytical Notes, in 
special container, incl. P.T. 

£4.19 .3 
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*GIVE A RIMINGTON VOUCHER— 

It could all be so very much simpler—more often 
than not, certainly with *‘ Gramophiles ’’ gifts 
are very much a matter of personal choice. 

A Rimington Voucher solves the problem. 
Choosing records for others is a difficult task, so 
let your friends have the pleasure of choosing for 
themselves. The Rimington Voucher covers 
everything from a Fredorec Record Pad or a Bottle 
of Clendisc Record Cleaner to a Mozart opera, 

or if the purse allows, a Fidelity Reproducer. 
The amount involved is purely up to the giver— 
it is the thought that counts. The Rimington 
Voucher can only be exchanged at Rimingtons, 
but our Postal Service is renowned throughout 

the world. Records are carefully examined and 
securely packed. There are no snags, so write 
enclosing remittance or call. A Happy Christmas 
to you all. FRED SMITH. 
*Voucher and envelope costs 6d., just add 


this to amount you wish to spend. 





RIMINGTON VAN WYCK 
42 Cranbourn Street London WC2 GERrard 1171 
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The standard of performance on this 
record is superlatively good, and the 
recording is excellent. R.F. 


DIABELLI. Trio for flute, viola and 

itar. 

FURSTENAU. Suite for flute and 
guitar from Op. 35. 

MATIEGKA. Quartet in G major for 
flute, guitar, viola and ’cello (Trans. 
Schubert). Poul Birkelund (flute), 
Richard Dahl Eriksen (viola), Ulrik 
Neumann (guitar), Jorgen Friis- 
holm = (’cello). Decca LXT5070 
(12 in., 39s. 74d.). 

With so many beautiful records at two 
pounds a go competing for attention, this 
Danish performance of three minor rarities 
might well be overlooked. I quote H.F. on 
the subject of the Matiegka Quartet (he 
reviewed the Nixa recording of it, PLP518, 
in December, 1951): ‘‘ The idiom is 
pleasant, the length is prodigious, the 
excursions into the exotic (‘‘ Zingara ’’) 
puerile, the genius lacking. I cannot see 
any good reason for wasting material and 
catalogue on this oddity ”’. I feel rather the 
same ; it was something of a trial to hear it 
out. It started life as a Notturno for flute, 
viola and guitar, published in Vienna in 
1807 as the Opus 21 of Wenzel Matiegka, 
a celebrated guitarist. Seven years later 
Schubert added a ’cello line to the Trio, 
and composed (in rather more complicated 
style than the rest) a second trio to the 
minuet. The Nixa performance (with 
Stuttgart soloists) is a good deal more 
winning than this rather stodgy new one, 
but the format is uneconomical ; there the 
Quartet is spread across the two sides. 

Here it takes one, leaving room for two 
other guitar pieces, one of which is charming 
—the Diabelli Trio, with an extraordinarily 
attractive third movement (scherzando un 
poco allegretto). The playing on this side is 
altogether livelier, especially from the flute. 
The sleeve of the disc has not reached me, 
and the label does not suggest which of the 
three Firstenaus listed in Grove we are 
concerned with. The music suggests the 
middle generation, Anton Bernhard 
Firstenau, 1792-1852, flautist at Frankfurt 
and then Dresden, and devoted companion 
of Weber on his last visit to London. But 
perhaps the Suite is by his father. There is a 
pretty first movement, and a quite pretty 
rest. The recording is very good. A.P. 
Postscript. | Decca confirm the composer is 
indeed the father, Caspar Fiirstenau. 


MALIPIERO. String Quartet No. 4. 

PROKOFIEV. String Quartet No. 2. 
Quartetto Italiano. Columbia 
33CX1295 (12 in., 39s. 74d.). 


Prokofiev Quartet : 
Hollywood Quartet (4/52) CTL7016 


I didn’t go wild about the recording the 
Hollywood Quartet received of its Prokofiev 
No. 2 when I reviewed it getting on for four 
years ago ; and it still sounds plummy. But 
compared with the tone of this new version 
it is perfection itself: this unpleasant, 
dgy, rasping quality, we know, is not a true 
icture of the Italian Quartet’s playing, and 

ould never have been passed as satis- 
\ctory. This disc bears the hall-mark of 
aving been made by an engineer whose 
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criterion is not what his ears, but what the 
needles of his instruments, tell him (and 
even that seems dubious, listening to .the 
extraordinary way bars 7-8 of the Prokofiev 
disappear into the background), And could 
nothing be done about the heavy tape hum 
which adds a new bass to the quiet parts of 
the Adagio ? As to performance, the Italians 
have not the same driving thrust throughout 
the first movement that the Hollywooders 
showed ; nor are they so graceful in the 
dance-like middle section of the Adagio ; 
nor is the ensemble in the finale so faultless. 
Nevertheless, their playing is alive, and 
certainly merited better presentation. 

I take the recording of Malipiero’s 
Fourth Quartet to be a gesture of homage 
by the Quartet to the 73-year-old Italian 
composer, who certainly has little enough of 
his music represented in the gramophone 
catalogues. Whether it will win him many 
adherents is to be doubted, for it cannot, 
in all frankness, be counted as a particularly 
engaging work. Written in 1934 and 
dedicated to Mrs. Elizabeth Sprague 
Coolidge, it is planned in a flexible single 
movement (comprising several contrasted 
sections), but lacks real distinction either of 
themes or of treatment. A Vaughan 
Williamsy largo passage before the last fugal 
Allegro has charm, hut for the rest the 
quartet gives the impression ot being ‘‘paper 
music”’—an impression strengthened by the 
rather obvious inverted introduction used in 
the final coda. Perhaps it would have 
sounded better in a less acid recording. 

L.S 


MOZART. Serenade in B flat major 
for Thirteen Wind Instruments, 
K.361. Vienna Philharmonia Wind 
Group. Nixa WLP5229 <12 in., 

. 398. 74d.). 

Los Angeles Wood Winds, Steinberg 
(11/53) CTL7030 
RIAS Wind Ensemble (3/54) LGX66006 
Vienna Sym. Wind Group (7/54) PL7470 
The Telefunken was the winner among 
the three earlier discs; the new Nixa 
offers strong competition. I could go into 

a catalogue of the differences between 

them—one a little faster in this movement, 

another a little faster in that—but more 
important is the conclusion, that the Berlin 
ensemble is a little more alert than its 

Viennese rival. The shadings of tone- 

colour are more varied, and as recorded, the 

sound shows less tendency to become 
chunky and monotonous. The Viennese 
performance is more easy-going; the 

Berliners always take care to see that the 

right strands show at the top of the texture. 

I prefer the Viennese (slower) tempo for 

the finale, but on balance have no hesitation 

in plumping for the Telefunken version. 

The new Nixa, like the Telefunken, is 

very well recorded. Au? 


Stop Press 

Another item which will no doubt be on 
many Christmas book lists has just arrived— 
The Record Guide. A new and completely 
revised edition taking into account all 
records of serious music currently available 
in Great Britain, at least up to the end of 
1954! The publisher is Collins and the 
price 35s. A full review will appear next 
month. 
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RAMEAU. Prélude; Allemande; 
.Deuxiéme Allemande; Courante ; 
Gigue; Premiére et Deuxiéme 
Sarabandes ; Vénitienne ; Gavotte ; 
Menuet; Menuet en rondeau; 
Allemande; Courante; Gigue en 
rondeau ; Deuxiéme Gigue en 
rondeau; Le Rappel des Oiseaux ; 
Premier ei Deuxiéme Rigaudons 
and Doubledu Deuxiéme Rigaudon ; 
Musette en rondeau; Tambourin ; 
La Villageoise (Rondeau); Les 
Tendres Plaintes (Rondeau) 
(OL50080). Les Niais de Sologne, 
Premier Double des Niais, Second 
Double des Niais ; Les Soupirs; La 
Joyeuse; La Follette (Rondeau) ; 
L’Entretien des Muses; Les 
Tourbillons (Rondeau); Les 
Cyclopes (Rondeau); Le Lardon 
(Menuet); La Boiteuse; Alle- 
mande; Courante; Sarabande; 
Les Trois Mains; Fanfarinette 
(OL50081). La Triomphante; 
Gavotte (with 2 doubles); Les 
Tricotets (Rondeau); L’Indiffér- 
ente; Menuet, Second Menuet; La 
Poule; Les Triolets; Les 
Sauvages; L’Enharmonique; 
L’Egypticnne; La Dauphine; La 
Livri (Rondeau); L’Agacante; La 
Timide (Premier Rondeau); La 
Timide (Deuxiéme Rondeau); 
L’Indiscréte (Rondeau) (OL50082). 
Ruggero Gerlin (harpsichord). Con- 
certo No. 1 in C minor; Concerto 
No. 2 in G major; Concerto No. 3 
in A major; Concerto No. 4 in 
B flat major; Concerto No. 5 in 
D minor (OL50083). Ruggero 
Gerlin (harpsichord), Jean-Pierre 
Rampal (flute), Roger Albin (’cello). 
Concerto 1: La Coulicam; La 
Livri; Le Vezinet. Concerto 2: 
La Laborde; La Boucon; L’Aga- 
cante; MinuetsIand II. Concerto 
3: La La Popliniére; La Timide; 
Tambourines I and II. Concerto 4 : 
La Pantomime; L’Indiscréte; La 
Rameau. Concerto 5: La For- 
queray; La Cupis; La Marais. 
Concerto 6 : La Poule; Menuets 
I and II; L’Enharmonique; 
L’Egyptienne (OL50084). L’En- 
semble Orchestral de L’Oiseau- 
Lyre conducted by Louis de Froment. 
London L’Oiseau - Lyre OL50080-4 
(five 12 in., £9 18s. 14d.). 

The Complete Instrumental Music of 
Rameau, on five LP discs, seems at first 
glance a somewhat daunting set to embark 
on. But I must try to use all my force of 
persuasion to urge listeners to hear these 
records, and in. particular the first three, 
on which Ruggero Gerlin plays all the 
harpsichord pieces. There is no call to buy 
the set complete—in fact most people will 
probably not want to do so, since the last 
disc, OL50084, contains only pieces, in 
string sextet arrangement, that we have 
already heard played by the trio on 
OL50083. 

There are several reasons for our enjoy- 
ment of these discs, and chief among them 
is the fact that the music itself is so delightful, 
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so varied, so much filled with fresh and 
interesting ideas. Wilfrid Meller’s article 
on Rameau in Grove V hints at a reason 
why this set can be recommended, for 
prolonged listening, even in preference to 
the fine Couperin companion issue from the 
same company. ‘‘ Compared with the 
close linear texture of Couperin’s keyboard 
work”? says Mr. Mellers, ‘“‘ Rameau’s is 
more harmonic, less linear in lay-out, more 
virtuosic and theatrical in treatment... 
his most characteristic pieces are more 
immediately brilliant and emotional, though 
not therefore more profound.” He bears, 
if we may risk an analogy of this kind, the 
sort of relation to Couperin that Handel 
does to Bach. Some of his more startling 
and delightful inventions are mentioned in 
the disc-by-disc commentary below. 

Then there is the performance. I am no 
expert on eithteenth century harpsichord 
style ; but to my unlearned ear M. Gerlin 
seems to realise the music in the most 
brilliant, sensitive and attractive way. He 
is not only a highly accomplished player, 
but also what is popularly called “an 
artist in all he does”. The little pauses 
here and there in the rhythm, the grace of 
phrasing, the virtuosity of certain passages, 
all conspire to delight. His harpsichord, 
presumably a French instrument, recalls 
the one used by Ralph Kirkpatrick in his 
Wigmore Hall recitals: clear, bright and 
sparkly, with full round tone and never a 
suggestion of buzz or wiriness or clatter, 
and very beautiful in its muted lute stops. 
Rameau “ believed that the purpose of art 
was communication ; it aimed to express 
human feeling, to depict nature and to 
reveal truth through reason”. ‘* There 
are,”’ he wrote, “‘ sad, languishing, tender, 
agreeable, gay and surprising chords.” 
M. Gerlin’s playing and his choice of stops 
is sad, languishing, tender, gay and surpris- 
ing by turn. The actual recording is a 
fine achievement. There are none of the 
mechanical distractions such as are some- 
times heard on older harpsichord record- 
ings, and the surfaces are admirably silent. 

OL50080 presents on its first side the 
Premier Livre de piéces de clavecin which young 
Rameau published in the year after his 
move to Paris in 1705. It is a set of pieces 
in A minor (one of them in A major), a 
Prelude and nine dance-movements. The 
lute-stop in the final Menuet is particularly 
attractive. Rameau apparently did not 
set the Seine on fire with these, for soon 
after this he went to live quietly for several 
years in the provinces, returning to Paris 
only in 1722. Two years later the Piéces 
de clavecin were published ; these take up 
the next two-and-a-bit sides of the set. 
Rameau’s volume contained theoretical 
and technical essays, a Menuet and 
Rondeau in C developed from the five- 
finger exercise which preceded it, and 
then two extended suites in E and in D. 
Several of the pieces are again dance- 
movements ; the others have descriptive 
titles. The second Gigue of the Suite in E 
brings us a splendid chorus of full-throated 
sound; the next piece is the familiar 
““Rappel des Oiseaux”, given a lively, 
bright-eyed performance such as to make 
any subsequent piano ones seem very flat. 
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This was apparently Rameau’s first essay in 
descriptive music. There are also two 
particularly pretty pieces which evoke the 
French countryside: Musette and Tam- 
bourin. ‘‘ Les tendres plaintes”’, which 
opens the Suite in D, is an expressive 
depiction of emotion. Then we have the 
rich and elaborate “‘ Les Niais de Sologne ”’, 
with its two doubles, followed with a sure 
sense of placing by the exquisitely delicate 
and simple two-part ‘Les Soupirs”’. 
“* L’Entretien des Muses ” offers a graceful 
mythological conversation-piece. ‘‘ Les 
Tourbillons ’’ depicts oddly dainty little 
whirlwinds. 

The Nouvelle Suite de pieces de clavecin, ou 
Second Livre, dates (according to the sleeve) 
from about 1730. This again contains two 
Suites, in A and in G, as well as Remarques 
sur les piéces de ce livre et sur les differents genres 
de musique. (How valuable it would be if 
Decca could find it possible to make 
available a companion booklet containing 
a translation of these Remarques.) The 
Suite in A opens with an Allemande, a very 
grand, expansive contrapuntal composition, 
then followed by an imposing Courante. 
Then we have a virtuoso piece provocatively 
entitled ‘‘ Les trois mains’, in which the 
left hand has to skip over the right and so 
provide an illusion of a third hand. A 
Gavotte is based on the tune “‘ II était un 
roi de Thulé ” which Gounod’s Marguerite 
has made familiar to us. Among the 
descriptive pieces, five must be mentioned : 
the knitting-bee entitled “‘ Les Tricotets ” 
(how well the harpsichordist can do this 
sort of thing when he wants to, and indeed 
all too often—though not M. Gerlin— 
when he doesn’t!), which is surprisingly 
enough built of a rapidly whirling single 
strand—rather as if the Three Norns, 
recorded on LP, had suddenly been set to 
perform at 78 r.p.m. Then “La poule” 
(the hen) whose title is self-explanatory. 
“Les Sauvages ”? was written for the visit 
of a ballets négres company to the Théatre 
Italian, while “‘ L’Enharmonique” is a 
piece so strangely advanced that, as the 
note-writer fairly remarks, “‘ ear and mind 
receive the impression of quarter-tones ”’. 
“ L’Egyptienne ” is a curious example of 
sophisticated orientalism, always fashion- 
able in Paris. The record ends with five 
pieces, arranged for harpsichord by Rameau 
himself, from the Piéces en Concerts recorded 
on OL50083. 

This record, which has come out in 
advance of the others, has already been 
reviewed by D.S. (May, 1955), who 
pointed out that it was a pity to have used 
a flute-harpsichord-’cello trio for every one 
of these “‘ piéces de clavecin avec un violon 
ou une flate, et une viole ou un deuxiéme 
violon ”. Several of the movements again 
have descriptive titles ; those of No. 5 are 
named after contemporary composers. The 
first five of the Six Concerts en Sextuor (3 
violins, viola, ’cello and double bass or 
second ’cello) on the last record of the set 
are identical with these five Piéces en concert, 
while the sixth is a transcription of five 
harpsichord pieces. The transcription was 
done possibly by Rameau himself, though 
this has not been established. So we can, 
if we wish, hear the pieces entitled ‘‘ La 
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Livri”’, ‘‘ L’Agagante”’, “La Timide”’ 
and ‘“ L’Indiscréte’’ in three different 


ways: on harpsichord, on _flute/harpsi- 
chord/’cello trio, or on_ string sextet! 
Most people will obviously want the five 
concertos only in one form. I think they 
are more enjoyable in the trio version ; 
the three players produce a more elegant 
effect than does the Oiseau-Lyre Ensemble 
on OL50084. A.P. 


INSTRUMENTAL 


BACH. Prelude and Fugue in B minor, 
BWV544- Prelude and Fugue in C 
minor, BWV546. Fantasia and 
Fugue in G minor, BWV542. 
Fantasia and Fugue in C minor, 
BWV537- André Marchal (organ). 
London Ducretet-Thomson DTLg3056 
(12 in., 39s. 74d.). Recorded on the 
Organ of Saint-Eustache, Paris. 

The blind organist André Marchal is one 
of the most distinguished players of our 
time, and his belated entry into the 
long-playing lists is more than welcome. 
especially as it comes with four Bach 
masterpieces. All are played with style and 
conviction, and registered so as to show off 
the Saint-Eustache organ at its best. The 
French classical organ balance, as exhibited 
here, dispenses with boom but not with 
mixtures: there is plenty of brilliance to 
crown the climaxes, and there are also some 
remarkably baroque-sounding combinations 
to flavour intriguingly some of the episodes. 

The recording is potentially good, and 
resonant. On the side with the two 
Fantasias and Fugues it is actually so, too ; 
but on that with the two Preludes and 
Fugues it is disfigured by a tape hum of 
dimensions making it quite impossible to 
recommend the disc for serious listening. 
This is a disaster, for few more basically 
recommendable organ records have been 
published. M.M. 


BACH. Chorale—“‘ Wachet auf, ruft 
uns die Stimme ”. Chaconne from 
Sonata in D minor for Solo Violin. 
Toccata and Fugue in E minor. 
Toccata and Fugue in D major. 
Agnelle Bundervoet (piano). London 
Ducretet-Thomson DTL93051 (12 in., 
39s. 74d.). 

It goes without saying that none of this 
music was written for piano. ‘“‘ Wachet 
auf” and the Chaconne have at least been 
‘** arranged ”’ for that instrument, and very 
effectively arranged too. They would be 
unthinkable on the harpsichord. The two 
toccatas on the other hand cry out for the 
harpsichord and seem relatively ineffective 
on the piano. Busoni’s treatment of the 
Chaconne gets more kicks than ha’pence 
these days, but it is full of ingenuities and | 
enjoyed it more than the genuine Bach on 
the other side played on the wrong instru- 
ment. The pianist seems to have missed 
many of the more dramatic touches in the 
two toccatas. Bars which are obviously 
intended to make a thunderous rattle are 
ruined by a quiet ruminative treatment. In 
the third movement of the D major the 
semiquaver rests should be dotted in 
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DECCA RG103 

High fidelity, de-luxe, 9-valve 
superheterodyne radiogramo- 
phone. VHF-FM, Short, 
Medium and Long wavebands; 
Garrard 3-speed auto-changer 
with Decca ffrr magnetic pick- 
up heads; push-pull amplifier 
with seperate bass and treble 
controls; 3 speakers; elegant 
console finished in selected 
walnut and with record 
storage space; AC only 


PRICE £112.7.0 (Tax paid) 














DECCA PANATROPE 
Triple-speed record reproducer with 
Garrard RC111 auto-changer; Decca 
ffrr magnetic pick-up with inter- 
changeable heads fitted with sapphire 
styli; high quality amplifier with 
wide range tone control; 

8-inch dynamic speaker with 
cut-out switch permitting 
use of external speaker; 
cabinet finished in hand- 
polished walnut and fitted 


storage space; AC only 
PRICE £49.11.6 (Tax paid) 
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DECCA RG100 

High fidelity, de-luxe, 
7-valve superheterodyne 
radiogramophone. VHF-FM 
radio tuner and Short, 
Medium and Long AM wave- 
bands; Garrard 3-speed auto- 
changer with turnover crystal 
pick-up; carefully designed 
amplifier with separate bass 
and treble controls; 2 speakers; 
walnut- finished cabinet 

with hopper-style storage 
compartment; AC only 


PRICE £87 (Tax paid) 





DECCA DECCALIAN 81 

The industry’s finest portable record 
reproducer for under £40. 3-speed 
Garrard T motor with Decca ffrr 
interchangeable pick-up heads; 
specially designed amplifier; 6-inch 
high flux permanent magnet speaker; 
strong wooden case with carrying 
handle, covered with brown or cream 
linen-faced leathercloth and 
with attractive white 
plastic sound-diffusing 
speaker grille; AC only 
PRIGE £36.13.0 (Tax paid) 
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THE COST OF GIVING! 


s OU know the custom, garnish, Captain, garnish,’ said the jailer welcoming MacHeath to Newgate 
, prison. Which turns our uncharitable thoughts to Christmas, and the garnishing of friends and relations 
with suitable gifts. Or, as in your case, gentle reader, that special person to whom the giving of a well 
chosen long playing record will bring much pleasure (especially if you have been cunning enough to choose a 
record you also wish to hear). 

However, with the cost of living rapidly approaching the fairy on the Christmas tree, make certain your 
gift is individual. In the Argo Catalogue (all right, here comes the commercial !) you’ll find discs for most tastes, 
discs to make a party go, and one or two which quite frankly make most parties go—home. 

But the price? You can’t get a 12” Argo l.p. for less than 39/7}d., but if you wish to spend more we have 
a two record and a three record recommendation. So to help the Chancellor balance his budget, may we list some 
of the records we would like to be giving our friends—if we could afford to. 











Musie for You No. 2 


Tambourine Chinoise—K reisler Nocturne in E>—Chopin 
Romance—Rubinstein Blue Danube—Strauss 
Espana—Chabrier Londonderry Air—Anon. 

Rustle of Spring—Sinding Slavonic Rhapsody—Friedman 
Merry Widow Waltz—Lehar Bumble Bee—Rimsky-Korsakov 


ERIC ROBINSON 
and his ‘ Music For You’ Concert Orchestra 
1—12” Lp. RG 66 











Fifteen Poems by Dylan Thomas Songs from Mexico 
read by Carmen Prietto Soprano 
RICHARD BURTON Bert Weedon Guitar 
I-12" Lp. RG 43 1—12" Lp. RG 70 
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* A Festival of Lessons and Carols e 


as sung on Christmas Eve in 
% KING’S COLLEGE CHAPEL, CAMBRIDGE, directed by BORIS ORD ~ 
1—12” Lp. RG 39 
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Under Milk Wood 


By DYLAN THOMAS 
The play which won the Italia Prize 
Produced by Douglas Cleverdon 


Recorded with the co-operation of the British Broadcasting Corporation 
2—12” I.p.s RG 21 and 22 











The Beggar’s Opera 


: By JOHN GAY and FREDERICK AUSTIN 
Dennis Noble as MacHeath Carmen Prietto as Polly Martha Lipton as Lucy 
Conducted by Richard Austin 
Directed by Douglas Cleverdon 
Sizzles with sin . . . production firm . . . conducting imaginative.”"—THE RECORD REVIEW. 
‘‘ Full of life . . . Prietto’s Polly is charming . . . authentic . . . productive of much delight.”—THE GRAMOPHONE. 
‘“‘ There will doubtless in time be many more. But I doubt if there’ll ever be a much better one.” —RECORD NEws. 
3—12’ l.p.s RG 76, 77, 78 
Please write in for addition to our mailing list and free catalogue 


ARGO RECORD COMPANY LTD., 29 George Street, London, W.1 
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accordance with the custom of those days, 
but they are not so dotted here, nor do trills 
begin as they should on the upper note. 
Though stylistic problems often defeat this 
pianist, technical ones do not, and the 
difficult fugue that ends the D major 
toccata is deftly played. There is excellent 
playing in the Chaconne too, though the 
music seems to lose impetus in the repeated 
note section near the end. 

The piano tone on this disc is a little 
lacking in fullness, but is reasonably satisfy- 
ing. There is no surface noise to speak of. 

R.F. 


BEETHOVEN. Fur Elise. Bagatelle in 
C minor. Wilhelm Kempff (piano). 
Decca 71091 (7 in., 8s. 44d.). 

Every beginner on the piano must have 
struggled through Fur Elise, though not all, 
I hope, suffered from my own miscon- 
ception that the music described the pelt 
of some exotic animal. Kempff plays this 
pleasant, slight piece with quiet intelligence, 
and all beginners who listen to his perform- 
ance will learn much from it. The C minor 
Bagatelle is one of Beethoven’s least-known 
pieces, which is strange, for it is also one of 
the best of the shorter ones. It is an early 
effort—the music would not be out of place 
in the fine C minor trio (Op. 1)—but the 
composer must have forgotten he had 
written it or he would surely have incor- 
porated it in one of the published collections 
of Bagatelles. This one has no opus 
number and is not given in many editions. 
Here again the playing is beyond reproach. 

RF. 


BRAHMS. Sonata No. 1 in E minor, 
Op. 38. Sonata No. 2 in F major, 
Op. 99. Pierre Fournier (’cello), 
Wilhelm Backhaus (piano). Decca 
LXT5077 (12 in., 39s. 74d.). 

Coubled as above : 

Starker, Bogin (9/54) PLP593 
Tortelle:, Engel (4/55) (H)ALP1233 

The merits of this Fournier-Backhaus 
recording include excellent piano quality— 
better than on either of the rival discs—good 
balance, except where Brahms overloads the 
piano part and makes a true balance 
impossible, and a consistent and acceptable 
attitude to the music by both players. 

Fournier’s particular brand of lyricism suits 

these sonatas very well, and he sounds 

especially fine on the lower strings. High 
on the A string his playing sometimes lacks 
bite and climaxes tend to be rather un- 
exciting ; he has not quite the panache and 
technical virtuosity that make Starker’s 

performance of the E minor finale so vivid. 

In the first movement of the F minor 

Fournier omits the repeat (which Tortelier 

and Starker both make) and is embarrassed 

by the ill-written tremolando writing in this 
movement ; Starker almost convinces one 
that he likes this bit. Elsewhere Fournier 
makes golden sounds. He takes the slow 
rnovement much faster than his rivals, is 
outplayed by Starker in the main section of 
the scherzo, but sings the more lyrical trio 
section with a sweetness that is wholly 
disarming. His performance of the finale of 
nis sonata is without question the best. 
‘ ortelier also lacks Starker’s Horowitz-like 
‘rtuosity and excels him in many of the 
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more lyrical passages, but Tortelier’s version 
is inferior to Fournier’s for acoustic reasons 
if for no others. He sounds as though he is 
playing in a very large, very empty, hall 
whereas the quality of sound in the new 
recording is extremely agreeable. R.F. 


COUPERIN. Les Vieux Seigneurs; 
Les Jeunes Seigneurs ; La Superbe ; 
Courante; Muséte de Taverni; Les 
Rozeaux; Les Dars homicides; Le 
Tic-toc-choc; L’Amphibie; Le 
Rossignol en amour. 

RAVEL. Le Tombeau de Couperin. 
Robert Wallenborn (piano). Tele- 
funken LGX66041 (12 in., 39s. 74d.). 


Tombeau : 
Long (1/52) LK4043 
Casadesus (10/55) ABL3062 


It was surely a very good idea to couple 
a series of keyboard pieces by Couperin 
with the Ravel suite, avowedly indebted to 
the Couperin style. And indeed the 
impression the record leaves on a hearing, 
as might be expected, is not how dissimilar 
Couperin and Ravel are, but how similar. 

Not that Wallenborn plays them identic- 
ally, as if consciously trying to make the 
point ; but in fact he plays each of them 
extremely ‘well. The Couperin pieces are 
neat and precise to a degree. The ornaments, 
plenty of them, are flicked off in a way that 
gives as strong a harpsichord impression as 
could be, without for once making us wish 
that that instrument had in fact been used ; 
this is quite certainly how to play Couperin 
on the piano. For the Ravel more pedalling 
is used, which is of course as it should be ; 
and with scarcely any loss of delicacy 
Wallenborn builds up fine displays of 
technical facility in those numbers calling 
for it. Considered on its own, indeed, I 
prefer this Tombeau de Couperin to either of 
the others available ; and the competition 
is quite severe. 

Telefunken have treated this exceptionally 
good piano-playing as it deserves, and given 
it a first-class and extremely clear sound. 
In choice and arrangement of music, in 
performance, and in recording the disc is 
an unqualified success. 


COUPERIN. Le carillon de cithére. 

RAMEAU. Le rappel des oiseaux. 
Wilhelm Kempff (piano). Decca 
45-71083 (7 in., 8s. 44d.). 

Kempff here demonstrates how to make 
harpsichord pieces acceptable on _ the 
piano. His intimate, stylish playing 
has a rare restraint and a meditative 
quality that exactly suits this music. The 
recording is excellent. R.F. 


LECUONA. Malaguefta; Andalucia 
from “Andalucia Suite”. La 
Comparsa; Danza Negra; Danza 
Lucumi from ‘“ Danzas_ Afro- 
Cubanas”. Ernesto Lecuona (piano). 
H.M.V. 7EG 8143 (7 in., ros. 54d.). 


The fact of having the composer playing, 
and the more digestible size of the disc, 
will probably lead some of those who are 
interested in this light music to prefer this 
disc to Nixa WLP5343, on which Jose 
Echaniz offered the whole six pieces of the 
Suite Espagnole and the six Danzas Afro- 
Cubanas, with the six Danzas Cubanas thrown 
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in too for good measure. Comparison of 
the performances reveals that Lecuona 
takes his own music more rubato, and 
usually rather slower, than Echaniz: the 
most striking example is La Comparsa, 
which is played almost exactly a third 
slower. For sheer pianism there is not 
much in it, save in Danza Lucumi, in which 
the composer is much less neat in the runs 
at the top of the instrument, and in 
Andalucia (better known as the “ pop” 
song The Breeze and I), in which, on the 
other hand, Lecuona manages the octave 
work better. This last piece, by the way, 
emerges in different keys—in D with 
Echaniz, in D flat with Lecuona (who 
leaves his foot on the pedal indefinitely at 
the end—the engineer finally has to cut 
him off). The H.M.V. recording avoids 
the dryness which is the most unsatisfactory 
feature of the Nixa, but unfortunately ruins 
everything by an over-reverberation which 
in loud passages piles up unmanageably 
and results in a quite horrifying twanging. 
L.S 


SCARLATTI. Sonatas for Harpsi- 
chord, Vol. VI : L.379 in A minor ; 
L.281 in F minor; L.324 in C 
major; L.173 in F minor; L.163 
in D minor. L.282 in C major; 
L.135 in A major; 1.452 in C 
minor; L.286 in G major; L.497 
in B flat major; L.274 in C major; 
L.466 in E major. Fernando 
Valenti (harpsichord). Nixa WLP 
20015 (12 in., 39s. 74d.). 

This record could well be made required 
listening for those teachers or historians-at- 
third-hand who, copying blindly from one 
another, go on prating about Domenico 
Scarlatti’s “‘ simple binary-form sonatas ”’. 
Only one piece here—L.173—answers to 
that description: the others:all, to differing 
extents, show that astounding freedom of 
structure which, allied with bold modula- 
tions and dissonant harmonies, rhythmic 
exuberance, fresh invention and keyboard 
virtuosity, make Scarlatti one of the 
undisputed masters—though a master of 
whose works too few are known, and many 
of those unfortunately in corrupt editions. 
Valenti and Westminster between them are 
putting us in their debt by revealing their 
scope: this latest disc (which, though it is 
Vol. 6, still brings the recorded total only to 
one-eighth of the complete series) contains 
some treasures—the gay L.163, with its two 
alternating tempi (simple binary form my 
foot!) ; L.324, with its curious hesitant 
phrases and abrupt changes of direction (is 
this simple binary form ?) ; the toccata-like 
L.135, whose sécond half breaks away into 
Spanish-guitar dissonances ; and the bril- 
liant L.236, marked (though Longo 
suppresses the fact) Presto quanto sia possibile. 
Valenti’s clear technique and buoyant 
vitality are always attractive, and on this 
occasion he is better served than usual by 
his engineers, who have avoided the over- 
recorded tone of which we have had to 
speak in the past. There is thus much 
enjoyment to be obtained here, even if, like 
me, you occasionally. find Valenti’s fluctua- 
tions of speed (e.g. in L.379) or rhythmic 
freedoms disturbing. In L.286 Valenti 


appears to have been misled by a remark of 
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Kirkpatrick’s: ‘‘ In the sudden cannon-shot 
explosion of chords which punctuates the 
continuous rapid sixteenths [semiquavers] 
I like to play the chords exactly in tempo, 
but to separate them on both sides by a brief 
and completely unprepared interval that is 
just long enough to throw the basic move- 
ment out of time and send it reeling, as it 
were, under a sudden shock ”’. If this effect 
(questionable in itself) is exaggerated, how- 
ever, the movement doesn’t simply reel: it 
is knocked out for the count. LS. 


SCHUBERT. Wanderer Fantasy, Op. 
15- Moments Musicaux, Op. 94. 
Adrian Aeschbacher (piano). 
D.G.G. DGMigoo1 (12 in., 39s. 74d.). 
Wanderer Fantasy : 

Curzon (10/51) LX3059 


Frugoni (8/54) PL6690 


Moments Musicaux : 
Goldsand (10/53) CLP1148 
Fischer (3/54) (H)ALP1103 


There are now three pretty good 
performances of the Wanderer Fantasy on 
the market. Clifford Curzon’s, an early LP, 
still sounds quite acceptable though the 
standard of piano recording is well below 
the best of the present day. As with most 
this pianist’s Schubert performances, the 
reading has great spontaneity ; one has the 
agreeable sense that the player is 
extemporising the music as he goes along— 
yet closer inspection reveals that in 
fact all is carefully considered. The 
Fantasy is one of Schubert’s rare pieces of 
virtuoso writing, and can be considered 
either as rhapsodic extempore-like extended 
variations on a theme, or as a loose-knit 
four-movement monothematic sonata. 
Curzon evidently inclines to the former 
view. He makes much of the virtuosity, 
almost as if he were approaching it by way 
of the Liszt transcription for piano and 
orchestra (which he once recorded for 
Decca, and which is still available on 
AX185-7). The ma non troppo barely 
qualifies the allegro con fuoco of the first 
movement. In THE GRAMOPHONE for 
August, 1954, I expressed a preference for 
this performance to that of Frugoni; on 
reconsideration I am not so sure. 


In any case the new D.G.G. must be 
considered along with the Vox, for both 
interpreters take the “ sonata ” view of the 
piece. Adrian Aeschbacher gives in a sense 
the most “ Schubertian ” reading of all, 
putting little emphasis on virtuoso aspects 
of the writing, keeping the dynamic scale 
relatively low, and bringing the Fantasy 
into the world of the Impromptus and 
Moments Musicaux. He is a sensitive, 
musical player, who gives enormous pleasure 
with the first two movements in particular. 
The Scherzo, which in the Curzon and 
Frugoni performances leaps forward to the 
scene of Schumann’s Popillons, stays gentle— 
to a fault in the Trio, which seems to me a 
shade lifeless in rhythm, rather subfusc. 
Frugoni gives a more evidently vitalised 
performance, with a more _ powerful 
rhythmic impulse, and infuses his strong 
clean playing with a responsively varied 
range of tone-colour. In his negotiation of 
the contrapuntal tangle which opens the 
finale he scores quite definitely over his 
rival. It is difficult to give any firm recom- 
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mendation. Recording quality decides 
nothing. The D.G.G. is comfortable, very 
clear, just a trifle confined. The Vox is more 
vivid, but the treble, at louder dynamic 
levels, tends to be shallow. Nor are the 
couplings much help towards arriving at a 
decision. 

The Vox has the four Impromptus of 
Opus 90, which one would surely prefer to 
buy in Schnabel’s performance; _ the 
D.G.G. has the Moments Musicaux, which 
one would prefer to buy in Fischer’s (unless 
the coupling of that disc, Bach’s Three 
Clavier Concerto in C, proves a deterrent) 
It must be added that Aeschbacher plays 
the Moments Musicaux most sensitively 
and beautifully, very well indeed, if not 
with the ultimate magic that Fischer gives 
them, and that the recording is as good as 
on the other side. What a godsend it would 
be, not only for reviewers but for all record 
buyers, if on some utopian day all the 
companies agreed on “standard ”’ coup- 
lings—as the Mozart Bassoon and Clariu.ct 
Concertos seem to have become. So long 
as a host of works are joined together in 
this promiscuous way, the buyer will have 
to thread his way carefully through the 
maze, and acquire more than one perform- 
ance of each composition if he wishes to get 
his favourite version of each. Leaving 
comparisons aside, however, one safely 
concludes by saying that the new D.G.G. is 
a thoroughly recommendable disc ;_ and if 
anyone learning the Wanderer Fantasy 
wants a recorded performance to help 
him—and that is perhaps one of the 
functions which the gramophone is called on 
to fulfil—then Aeschbacher’s reading affords 
the best starting-point from which to 


develop one’s own interpretation. A.P. 
TURINA. Danzas fantisticas; Pre- 
ludios 1-5; Recuerdos de la 


antigua Espafa; Partita in C 
major. Alicia de Larrocha (piano). 
Brunswick AXTL1076 (12 in., 39s. 
73d.). 

Miss Larrocha strikes me as one of the 
very best pianists to have come out of Spain 
in recent years. Unlike many of the new 
names who have offered themselves in this 
nationalist repertoire, she has an impeccably 
clean technique (listen, for example, to the 
splendid way she plays the toccata-like 
Third Prelude here), considerable strength, 
verve and temperament, but a level enough 
head to keep her from exaggerating effects 
in order to win the applause of the ground- 
lings, plus a delicate poetic sense without 
feeling the necessity of sentimentalising. 
Her tonal sense and phrasing are exemplary. 
Even on the rare occasions when one differs 
on details, as in her dropping of the intensity 
in Orgia, it is possible to see that she acts 
as she does deliberately, in the interests of 
pulling together the shape of the piece as a 
whole. And Turina’s is not good enough 
music always to be confidently left to play 
itself: it says much for Miss Larrocha’s 
readings that its weaknesses and clichés do 
not force themselves on the attention. I look 
forward with pleasure to hearing this most 
musical artist again—but next time, please, 
in a recording which hasn’t such dis- 
appointingly hard and shallow tone as this, 
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and on a disc which doesn’t go in for both 
pre-echoes and noisy surface. LS. 


THE FRENCH HORN. Vilanelle 
(Dukas); Préludes (Gallay) : 
Sonnerie de Siegfried (Wagner). 
Lucien Thévet (French horn), Claude 
Ambrosini (piano). Grande fugue ; 
Sicilienne (Bach, arr. J. Thilde). 
Quatuor de Cors de Paris. Decca 
LX3143 (10 in., 29s. 64d.). 

Lucien Thévet is a superlative horn 
player, and he leads a fine quartet ; but 
he and his colleagues pin-point on this 
record a problem that may well become 
acute in some few years’ time: the problem 
of vibrato in wind-playing. 

It is easy to write with dislike of trumpet- 
players who use vibrato, or of oboe-players 
who don’t ; but it seems to me to be fair to 
do so only when there is a plain discrepancy 
between the style of the music and the degree 
of vibrato. All human music partakes in 
differing degrees of the conventional attri- 
butes of both sexes: passages of strength, 
courage, determination, pride, domination, 
and other qualities associated traditionally, 
anyway, with the male, will alternate and 
interweave with those of affection, gentle- 
ness, grace, beauty, submission, and other 
qualities more appropriate, historically, to 
the female. The former passages most 
listeners feel sound best, because strongest. 
played with an even tone ; the latter best. 
because most affecting, played with some 
degree of vibrato. Orchestral music is to 
some extent self-adjusting, for the composer’s 
instinct and skill initially allot the music 
appropriately to the different instruments 
—whose characteristics vary, but mostly fal] 
predominantly in one direction or another 
(only the piano, most colourless of al) 
instruments, seems to be entirely lacking in 
either characteristic). In one extreme, for 
example, the fanfare announcing Leonora’s 
rescuers Beethoven gives to the trumpet ; 
in the other, Saint-Saéns depicts his swan 
with a ’cello. For the trumpeter to play, in 
that passage, with feminine vibrato would 
be gross ; but so it would be for the ’cellist 
to play with masculine determination. So, 
by force of habit, symphony trumpet-players 
learn to play without vibrato, and string 
players with vibrato: departure from the 
norm, on the part of a soloist, will almost 
certainly elicit comment. Difficulty begins 
to arise, as always, when, discrimination 
must be exercised: when an oboe-player, 
whose instrument partakes of both charac- 
teristics, has to decide whether his solo is 
masculine, or feminine, or, more probably, 
in what degree it is a mixture of the two. 

A further complication arises when the 
composer can do no preliminary selection 
by type, but must insist by force of practical 
necessity on his instruments to some extent 
playing out of character: when a fanfare 
must be scored for string orchestra, or a 
love-song for military band. Then the 
legend must read senza vib. for the strings, 
and con molto sentimento e vibrato for the solo 
cornet ; the opposite would be musically 
out of style. Yet again, there are practical 
difficulties inherent in ensemble music as 
such ; a width of oboe vibrato effective for 
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“20 ANS DE MUSETTE” 


EL RELICARIO — Paso-doble (José Padila) 
GRANADA — Paso-doble (José Garcia) 

MARIA, MARI! — Valse (Di Capus) 
MIGNONNETTE — Valse musette (Michel a 


NOTRE TANGO—Tango (G. Brévard — Paul Nas: Suite de Danses interprétées 

VIOLETTA — Tango (Othmar Klose & R. rr eo a la Salle Wagram au cours du 

PLAISANCE FOX — Fox a variations (E. Vacher Bal des Catherinettes par Emile 
J. Péyronnin) Prud’h et son E bi 





LA BELOTE — Java (Maurice Yvain) 
LA JAVA — Java (Maurice Yvain) 
C’EST LA VRAIE DE VRAI— Java (Decaye-Doloire) 
LA PLUS BATH DES JAVAS—Trémolo 
CPMD 2 
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AMALIA ENCORES 





FOI DEUS — Fado (Dr. Alberto Janes) 
FADO DOS FADOS (Dr. Leonel Neves — 
Anténio Mestre) 
ALAMARES — Fado (Linhares Barbosa — 
Jaime Santos) 
LIBERTACAO — Fado (Dr. David Mourao — 


Ferreira, arr. Santos Moreira) Amilia Rodrigues 
with Guitar and Viola 
MINHA CANCAO E SAUDADE — Fado accompaniment 





(Vaz Fernandes — Franklin) 
NAO EB DESGRACA SER POBRE —Tradicional 
NOVO FADO DA SEVERA (Dr. Julio Dantas — 
— de Freitas) 
AMANTES SEPARADOS — 
(Sidénio a — ~ Anttele Mestre) 
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LE NOZZE DI FIGARO (Moca) | pit nde, Kori Morr, Sean 
CARMEN (Bizet) 


The Royal Orchestra, Stockholm 


DIE VERKAUFTE BRAUT (Smetana) conducted by Sixten Ehriing 


IL BARBIERE DI SIVIGLIA (Rossini) 


TANNHAUSER (Wagner) Birgit Nilsson, Gosta Bjdrling, Bette Bjorling, 
TOSCA (Puccini) Hugo Hasslo, Hjérdis Schymberg and 
SAMSON ET DALILA (Saint-Saéns) The Royal Orchestra, Stockholm 
RIGOLETTO (Verdi) conducted by Sixten Ehrling 





LA TRAVIATA (Verdi) 
ALPC 1 


E.M.I. INTERNATIONAL LIMITED - HAYES - EXPORT DISTRIBUTING ORGANISATION FOR 
“HIS MASTER’S VOICE” - COLUMBIA - PARLOPHONE - M.G.M. AND ANGEL RECORDS 


TRADE MARK OF LOEW'S INC 
Tube in CREAT ONITAIN DT E PLATO 





XXXVIII The GRAMOPHONE December, 1955 














Mi egy 
Six-valve superhet with tuning indicator 
VHF/FM, long, medium or short wavebands 


Model 522 VHF/FM RADIOGRAM is 
Superlative reproduction, a really comprehensive specification, 

f ‘Magic Eye’ precision tuning 
handsome appearance—what more can you ask of a radiogram? K 
This magnificent VHF Cossor Model 522 embodies all the TAPED EAE CONROE: SNS 


advances of Cossor’s unrivalled technical pedigree and is, by 
universal consent, the finest radiogram value on the market today! only 6 5 Ns. ax paip) 


CRYSTAL CLEAR—COSSOR CLEAR 

















es 


eee rE aammenneere 


December, 1955 


romantic solo playing will make a woodwind 
section blend as hopelessly as a quartet of 
solo singers. And, as orchestral players 
habitually listen to the total result of their 
efforts as well as to their own individual 
contribution, this is found at a very early 
stage to be unacceptable. 

Many further extensions of the problem 
might be explored ; my present intention is 
only to expound that such a problem exists, 
and is faced up to by thinking wind-players. 
The orchestra, as a collective instrument, is 
now far too good for any rule-of-thumb to 
be adequate: its wind (and its strings, for 
that matter—certainly as soloists) must 
perpetually be making vibrato decisions, 
about whether at all, and if so about how 
much. When a grossly wrong decision is 
made, I think we are right to complain 
mildly ; that way we hope we can help the 
player to make a better one on another 
occasion. 

But our real complaint should be reserved 
not for a wrong decision, which we are all 
human and can make, but for a refusal on 
principle to make a decision at all: for the 
symphony trombonist who thinks Tommy 
Dorsey a ‘‘ bad ” player, for the brass band 
trombonist who plays everything whatever 
with a bleat. Many recent records of 
French orchestras have led us to believe that 
the current school of Parisian horn-players 
have refused in such fashion to exercise 
discrimination: they are going, come what 
may, to play with vibrato. The result, 
orchestrally, and in chamber music, has 


often horrified us ; but it may now be seen 
under a magnifying glass on this record. 
For Lucien Thévet plays Dukas’s Vilanelle 


exquisitely ; a romantic performance of 
which the equal could scarcely be heard 
anywhere. But at the end of the same side 
he chooses to play the most masculine of all 
horn-passages ever written with precisely 
the same vibrato, now sounding effeminate 
beyond endurance: and Siegfried, whatever 
his other limitations, was certainly not that. 

The remaining pieces do not amount to 
very much. Gallay’s Préludes sound like 
band-room warming-up: these routines 
were known to Otto Langey long ago. On 
the reverse the quartet turn to Bach’s 
unaccompanied violin sonatas to demon- 
strate both what horns can and cannot do: 
they can play the Siciliano of the G minor 
Sonata nicely, but they cannot effectively 
move with the agility demanded by the 
Fugue of the C major. It is not their fault ; 
it should not have been asked of them. 

The performance of the Dukas stands 
out ; that, and the prospect of all Parisian 
performances of works which include horn 
parts soon becoming unlistenable. I have 
taken a lot of space to say that I think 
Thévet is an exquisite player who plays 
Siegfried’s horn call abominably. But this 
vibrato-problem has badly needed venti- 
lation for a long time ; if we cannot hope 
to influence French thought, we must still 
beware on our own account. Ideas eventu- 
ally spread ; if we don’t keep our fingers 
crossed, we may wake up one morning to 
find that the Philharmonia has broken out 
in a rash. M.M. 
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CHORAL AND SONG 


BACH. Cantata No. 161, ““Komm, du 
siisse Todesstunde’”’. Cantata 
No. 202, “ The Wedding”. Anny 
Felbermayer (soprano), Hilde 
Réssl-Majdan (contralto), Walde- 
mar Kmentt (tenor), Choir and 
Orchestra of the Bach Guild con- 
ducted by Felix Prohaska. Nixa 
PVL7004 (12 in., 36s. 54d.). 

Cantata No. 202: 
Danco, Stuttgart Chamb., Munchinger 
(7/54) LX T2926 


Delman, London Baroque, Haas 
(12/54) PMA1023 


Komm, du siisse Todesstund (** Gome, thou 
blessed hour of parting ”’) is one of the most 
beautiful and intimate of Bach’s church 
cantatas, an ardent welcome to death and 
release from the lures of the world, a longing 
** to be dissolved and to be with Christ ”’. 

The opening aria, for contralto, begins 
with a lullaby-like melody for two recorders 
with organ and string bass continuo, which 
is taken up and independently developed by 
the voice with a counter-melody, un- 
expectedly introduced by the organ, con- 
sisting of the chorale we know best as 
Hassler’s O Haupt voll Blut und Wunden but 
at this point Bach evidently had Christoph 
Knoll’s verses in mind Herzlich thut mich 
verlangen (“‘ With all my heart, I long ”’). 
Hilde Réssl-Majdan sings the aria beauti- 
fully, with a quiet and moving sincerity, but 
I wish Felix Prohaska had taken it just a 
shade more slowly: the sense of urgency 
would have remained and one could have 
the more enjoyed the marvellous contra- 
puntal writing in this exquisite piece. 

Waldemar Kmentt is not very successful 
in suggesting the ‘‘ soft sleep of death” in 
his singing of the recitative and aria that 
follows. He phrases well but does not seem 
to be penetrated with the meaning of the 
words of the aria, ‘* All my longing, all my 
heart’s desire is to be with the Saviour ”’. 
I wish Anton Dermota had been asked to 
sing the tenor part in this cantata: he 
would have been perfectly suited to it. 

There follows a recitative for contralto 
which—as in the Trauer-Ode reviewed 
below—depicts the tolling of the funeral 
bells, though here less elaborately. There 
is, earlier in the recitative, a lovely instru- 
mental passage as the contralto sings ‘‘ He 
giveth His beloved sleep”. Above her 
long sustained notes flutes and strings play 
a motive of the kind Bach uses in the lullaby 
**Schlummert ein’”’ from the cantata Ich 
habe genug. 

The chorus now enter for the first time 
and are accompanied on the orchestra by a 
motive unmistakably related to the melody 
for the recorders at the start of the cantata, 
and the work then ends with the Hassler 
chorale melody set to different words and 
combined with a counter-melody on the 
flutes that sounds high, and mysteriously, 
above the voices of the chorus. 

The score of this wonderful cantata is 
published by Breitkopf and Hartel with 
German and English words for a few 
shillings, and the shortcomings of the tenor 
should not deter anyone from acquiring the 
disc. The recording is well toned and 
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balanced and the performance, in general, 
is excellent. 

Anny Felbermayer sings freshly and 
clearly in the ‘‘ Wedding ” cantata and the 
charming work has more gaiety than in the 
Decca version, although I incline to Danco’s 
finely-shaped phrasing and greater volume 
of tone. 

The performance on the Parlophone 
disc sounds rather if everyone had been at 
the champagne before undertaking it—that 
is, some of the tempi are really too fast for 
the pleasant voiced soprano to articulate 
clearly. The delightful little gavotte at the 
end is rushed off its feet. A.R. 


BACH. Cantata No. 198, “Trauer-Ode”’. 
Magda Laszlo (soprano), Hilde 
Réssl-Majdan(contralto), Waldemar 
Kmentt (tenor), Alfred Poell (bass), 
Akademiechor, Orchestra of the 
Vienna State Opera conducted by 
Hermann Scherchen. Nixa WLP 
5123 (12 in., 39s. 74d.). 

The occasion of this noble work was the 
death, in 1727, of Queen Christiane 
Eberhardine of Saxony whom, as Schweitzer 
says ‘“‘ the people had venerated almost like 
a saint ” and who was universally mourned 
by them. 

The finest things in the Cantata are the 
recitative and aria for contralto and the 
concluding chorus. In the first of these we 
hear, in the recitative, the church bells 
tolling (flutes, oboes, lutes, etc.) the small 
ones, then the larger ones, down to the 
bass, the aria following serenely depicting 
the departing spirit of the queen. These 
two sections are admirably sung by Hilde 
Roéssl-Majdan. The concluding chorus is 
a simple song-like tribute to the virtues of 
the queen and the love she awoke in her 
people, in which a lovely effect is made by 
the chorus twice singing in octaves. 

The first part of the Cantata ends with a 
splendid fugal chorus also in praise of the 
virtues of the queen. The accompanied 
recitative for tenor preceding this chorus 
has a wonderful rising bass figure depicting 
the peaceful shores to which the departed, 
welcoming death as a friend, go: but the 
vocal part needs more imaginative treat- 
ment than Waldemar Kmentt gives it. He 
is also unable to do justice to his aria in the 
second part of the work, plodding through 
his florid passages as if they were little more 
than vocal exercises. 

Alfred Poell does well in a beautiful little 
arioso, with cleanly delivered passage work, 
and Magda Laszlo, though not at her best, 
does reasonably well in her recitative and 
difficult aria after the opening chorus. 

The recording is good: but there is very 
short measure—just under thirteen minutes 
of music—on the second side of the disc, 
and yet too much as a whole to get on toa 
ten inch. The problem might perhaps have 
been solved by adding the Sinfonia from 
Cantata 156, Ich steh mit einem Fuss im Grabe, 
which would have preserved the same mood. 

Whereas all the items in the two cantatas 
on the other Nixa Bach disc are banded 
there are no bands on this one, and it is not 
easy to understand why they are omitted : 
but no company is consistent in this matter. 


A.R. 
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BACH. Mass in B minor. Lisa Schwar- 
weller (soprano), Lore Fischer 
(contralto), Helmut Kretschmar 
(tenor), Bruno Muller (baritone), 
Collegium Musicum Orchestra, 
Choir of the Dreikonigskirche, 
Frankfurt, conducted by Kurt 
Thomas. London L’Oiseau-Lyre 
OL50094-6 (three 12 in., 118s. 10}d.). 
Swabian Choral Soc., Stuttgart Pro Musica Orch., 

Grischkat (8/53) PL8063 
Akademie Choir, Vienna S.O., Scherchen 
(7/54) WLP6301 


Musikverein, Philharmonia, Karajan 
(2/54) 383CX1121-3 


Listening again, after some lapse of time, 
to Karajan’s remarkable interpretation of 
the B minor Mass I certainly found the last 
Kyrie section too fast and I do not like the 
inexpressive treatment of Crucifixus, which is 
also taken too quickly, and I feel that 
Et resurrexit and the end of the Credo would 
have benefited (and lost nothing in vivid- 
ness) by being sung just a shade more 
slowly. For the rest this performance seems 
to me to be truly inspired and deeply 
satisfying. 

That I do not feel about either Grischkat’s 
or Kurt Thomas’s interpretations, in spite of 
their many virtues. A shining feature of the 
Karajan set was the lovely singing and 
playing (especially of the obbligato instru- 
ment) of the solos and duets, which was 
quite outstanding. In the new set Lisa 
Schwarweller lacks the radiance and 
lightness of Elisabeth Schwarzkopf and, 
though she is very expressive in Agnus Dei, 
Lore Fischer is not so good as Marga 
Hoffgen in Qui sedes, nor is the ensemble in 
the various duets anything like so satisfying. 

Helmut Kretschmar, again, appeals to 
me far less than Nicolai Gedda in the 
Benedictus, though some may prefer his more 
virile singing of the solo. But if these parts 
of the Mass suffer by comparison with their 
counterparts in the Karajan set, there are 
probably many who will prefer Kurt 
Thomas’s less startling treatment of the 
choral sections. There is plenty of vitality, 
here, if some occasional plodding and a too 
frequent failure of imagination, and the 
orchestral detail and the movement of the 
vocal parts are more clearly reproduced in 
this excellent recording. Flutes are much 
better in tune in Qui follis and the trumpets, 
though they “ scream ”’ once or twice, have 
a satisfying bite to them. Timpani, 
also, make their full effect in Cum sancto 
spiritu, as they did not in the Karajan set. 

The O.L. tenors are inclined to be weak, 
as for example in Credo, and some of the 
grandeur of this section is missed. Kurt 
Thomas does not produce the expressive 
muted tone from his chorus in Et incarnatas 
est we had in the other performance, but, 
though a true pianissimo is lacking, Crucifixus 
is more expressively treated. 

The Sanctus is a disappointment : it lacks 
both radiance and weight, particularly in 
the great downward octaves of the bass line, 
and has little of the thrilling quality Karajan 
gave it. Kurt Thomas uses harpsichord 


continuo in the solo portions, Karajan the 
organ, which latter I personally prefer. 
The choice really lies only between this set 
or the Karajan, and for the conservative 
minded may be determined by the view 
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taken of the latter conductor’s choice of 
tempos and light staccato treatment of the 
voices in some of the choral sections. If 
these are felt to be too disturbing to live 
with, then the new set is the one to go for. 
The various sections are put into bands 
and the couplings are automatic: the 
reverse, in each matter, was the case in the 
Columbia set. 


BACH. Magnificat in D, BWV243. 
Chorus of Radio Stuttgart, Pro 
Musica Orchestra, Stuttgart con- 
ducted by Rolf Reinhardt. Vox 
PL88g0 (12 in., 39s. 74d.). 

Winterthur Orch., Reinhardt (1/53) CLP60 
Leitner and Soloists (5/55) APM14001 


This new recording of Bach’s Magnificat 
is the only one of the three now available 
to include the interpolations found in the 
older of the two autographs of the score, in 
which the key is E flat major and not 
D major, as in the later and definitive 
version. These interpolations, the texts of 
which will not doubt be given in the sleeve 
note, include the chorales Vom Himmel hoch, 
da komm ich her and Freut euch und jubilieret, 
Gloria in excelsis and the hymn Virga Jesse 
floruit: and, according to Spitta, these were 
added for Vespers in the Thomaskirche on 
Christmas Day, 1723. Only a figured bass 
is provided for their accompaniment (organ 
and string bass), except in Von Himmel hoch, 
when the bass it left un-figured, showing 
that the organ was not to be used. This 
chorale is sung wholly unaccompanied on 
this disc. These interpolations give added 
contrast, besides all being very beautiful. 

The Nixa recording of Magnificat was well 
sung, but having been recorded, in 1950, at 
an actual performance, suffered from a 
poor balance and rather foggy choral tone. 
The D.G.G. disc, which D.S. praised as 
spaciously recorded and with generally 
satisfactory tempi, I find sometimes dull 
and heavy and often poor in balance, but 
the orchestral playing is certainly good and 
the double continuo of organ and harpsi- 
chord effective in the bass aria, “‘ Quia fecit 
mihi magna”. The solo singing, as Mr. 
Stevens said, was variable ; on the whole 
I find it best in the Nixa version. 

Friederike Sailer sings Quia respexit 
beautifully, but the tenor is less good than 
the other two and Bruno Miiller is afflicted 
with a rush of aspirates in his solo. This is 
only too common a failing with tenors and 
basses in fiorid passages and is not wholly 
avoided by the male soloists in the other 
versions and by the tenor in this one. Hetty 
Plumacher and Gertrude Pitzinger both 
make rather heavy weather of Et exultavit 


Spiritus meus, Nixa’s Elsa Calvetti alone _ 


giving it the joyful tone it needs. 

There is no doubt, however, that besides 
the welcome inclusion of the four extra 
pieces, the Vox recording is by far the 
brightest and the best. The choral parts— 
except in Omnes generationes, which is a bit 
congested—are clearly heard and so is the 
orchestral detail, the two are well balanced 
and Reinhardt’s direction is lively and 
sensitive, 

What a lovely work it is, and how 
pleasant to have this early version made 
available in time for Christmas. A.R. 


December, 1955 


CHAUSSON. Nanny, Op. 2, No. 1; 
Le Colibri, Op. 2, No. 7 (Leconte dz: 
Lisle). Le Charme, Op. 2, No. 2 
(Silvestre). Sérénade Italienne, 
Op. 2, No. 5 (Bourget). Le Temps 
des lilas, Op. 19 (Bouchor). Can- 
tique a Pépouse, Op. 36, No. 1 
(Jounet). Les Papillons, Op. 2, 
No. 3 (Gautier). Gérard Souzay 
(baritone), Jacqueline Bonneau 
(piano). Decca LW5201 (10 in., 
1gs. 6d.). 

Here Gérard Souzay is very much on 
his own ground and his beautiful singing of 
Chausson’s charming songs and Jacqueline 
Bonneau’s sensitive accompanying have 
given me great pleasure. 

How good it is to hear such fine shaping 
of the phrases and such an expressive use of 
consonants (a thing few English singers 
have learnt) as well as vowels. Three of the 
songs are well known, Le Colibri (The 
humming bird), the last phrase of which is 
sung with particular beauty by Mr. Souzay, 
Papillons (with Miss Bonneau flying up the 
scale at the end as lightly as any butterfly) 
and the regretful Le Temps des lilas, the closing 
section of the Poéme de l’amour et de la mer, 
which Gladys Swarthout has recorded com- 
plete on H.M.V. ALP1269, but, according 
to P.H.-W., not very successfully (10/55). 
The lesser known songs are all attractive, 
particularly Sérénade Italienne, a romantic 
picture of two lovers on a becalmed Italian 
sea, with a lovely limpid cadence at the 
end, and the tender Le Charme. 

Piano tone and balance are notably good 
and the voice also comes over very well, 
except for some rather shallow tone at 
points of climax: but this matters not at 
all in view of the high artistic value of this 
delightful disc. A.R. 


COLEMAN. The Wakeful Nightingale 
(Campbell). High among the lonely 
hills (Kingsley). The Waterlily 
(Nichols). Rondel (Winder). Infant 
Joy (Blake). Ueber allen Gipfeln 
ist Ruh (Goethe). We’ll go no more 
to the wood (McEwen). La joie de 
réver (Gerardy). Helga Mott 
(soprano), Enid Brook (piano). 
Sonata for Piano No. 5. Enid Brook 
(piano). Herald HLV1o02 (12 in, 
35s. od.). 

This is the second disc of Miss Coleman’s 
compositions to appear. The first, RPL607, 
was reviewed in June, 1954 (page 17) and 
consisted of piano and piano and violin 
music. W. L. Landowski, writing in 
France Illustration, well described this gentle 
English composer’s style thus: ‘* Modern 
harmony, rich in varied sonority and often 
incisive, remains foreign to Ellen Coleman, 
who prefers to follow the traditions of 
yesterday and banish discord”. This is 
not to say that she is not ambitious; it 
must take courage to offer to the world a 
new setting of Ueber allen Gipfeln! Miss 
Coleman succeeds better, I think, in the 
songs than in the sonata, a two-movement 
work composed in 1954-5. The first move- 
ment, allegro moderato, is entitled Resolve, 
the second Happy Interlude, consisting of a 
Lento (“ very old are we men, our dreams 
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AMPLIFIERS 
Tannoy Autograph 
| Acoustical uad H 
| Pye PF91,9la 
Pye HF25/25a 


Leak TL/I2 
Leak TL/I0 9 
Pamphonic 1002/1002a ’ 
Armstrong Al0 

Rogers RD Junior 
Spectone Mullard 5-10 


| MOTORS 
i Garrard 301 
Garrard RC80 
Lenco GL56 
Lenco GL50'4 
Collaro 2010 > 


PICK-UPS — \\ 
Ferranti Ribbon 

Tannoy variluctance - 
, Goldring 500 

; Collaro Studio 

B-J arm 


TUNERS 
Acoustical Quad AM 
Acoustical Quad FM 
Pye HFT Ill 
Dynatron FMI 
Armstrong FC48 
Armstrong FM56 
Jason FM ¥ 


LOUDSPEAKERS 


Tannoy 12” Direct Radiator 
Tannoy 12” dual-concentric 
Tannoy 15” dual-concentric 
" Above supplied in chassis 
form or in cabinets. 
Tannoy G.R.F. 

Pye Cantata 

Pye Concerto 

Wharfedale 
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please....not with a pin! 
d 
n Choosing hi-fi is a serious business. 
n You can waste an awful lot of money and end up with a very inferior system 
le if you don’t go about it the right way. 
n Now if we tell you the way to be sure of getting the best value for your money is to come to Imhofs 
n you will think we are prejudiced. Perhaps we are. 
" But our Hi-Fi Room has been designed specially to help you in making your choice wisely. 
of The Imhof Comparator enables you to compare the performance of 4,000 different combinations 
is of hi-fi equipment and to switch from one to the other in a second. 
it This is a service unequalled anywhere in Great Britain. Come along any time and hear for yourself. 
a 
a ; 
1e We have picked out a few hi-fi items from the wide range now on display. 
at There is only one possible way to find out which is the best and that is hear them for yourself. 
e- 





And the best place to do that is at our showrooms in New Oxford Street! 


Alfred Imhof Ltd., 112-116 New Oxford St., London, W.C.I. Museum 7878 (20 lines) 
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Hear it all! 


Not every owner of LP records is hearing 
all that they contain—not by a very long way. 
Burnett James’ book (first on its 
subject) aims to put this right. 

He strongly believes that the best 
method of reproducing from disc is by 
building up a personal assembly 

from available components. This is a book 
to aid in their selection. 

He examines components in 

detail, illustrates them, explains 
their assembly and their 
‘matching’. It is so simple that no 
music-lover, however ‘ un-handy ’, 
need fear taking it on. And not 
sO expensive as you imagine. 

: 1 ; . Burnett James is ready to recommend 
With a \ : specific products and say what, 
Foreword ~ . in his opinion, is the best 

and most suitable equipment for 
by SIR specific needs, thus permitting 
- y the listener to relate his ambition 


COMPTON io , ; 
to his pocket. The few shillings 


MACKENZIE you pay for HI-FI FOR PLEASURE will 
give you, in return the best counsel on 


LP reproduction. Those shillings can easily save 
you pounds—and guide you to a standard of reproduction 
you may not have enjoyed before. 
Finally, you’ll find James a humane and witty writer. Please post the order 


below while stocks last. 


BURNETT JAMES’ guide to equipment 


HI-FI FOR PLEASURE 


re) | ORDER | ia E | ORDER | From your bookseller or dealer, or post this order. 
To BETTER BOOKS LTD. of 94 Charing Cross Road, London, W.C.2 


Please send me a copy of HI-FI FOR PLEASURE by Burnett James. I enclose remittance for 
9/6 plus 9d. postage and packing. 





A PHOENIX HOUSE BOOK net 
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are tales told in dim Eden by Eve’s 
nightingales ”?) set between two Allegros. 
Miss Mott sings persuasively in three 
languages, and the recording is good. 

A. 


GRETCHANINOFF. Six Songs. 

MOUSSORGSKY. Sunless Cycle. 

PROKOFIEV. Five Songs. Maria 
Kurenko (soprano), Vsevolod 
Pastukhoff (piano). Capitol CTL 
7100 (12 in., 39s. 74d.). 

Moussorgsky’s Sunless cycle of six songs, 
with words by his friend Golenishtchev- 
Kutusov, might be roughly described as the 
Russian complement of Schubert’s Winter- 
reise. The poems describe loneliness, 
frustration, and bitter-sweet memories of 
the past, and in the last song the lonely man 
does not even meet an organ-grinder for 
company: he comes, instead, to a river 
and is tempted to drown his sorrows beneath 
its calm waters. The work ends on a 
question mark. In all but the last two songs, 
Elegy and By the river, the style is that of 
melodic recitative passing, at the end of 
Retrospect, into arioso. It is in this song that 
Moussorgsky uses the exact melodic figure 
with which Debussy was to depict the clouds 
in Nuages, though there is no positive 
evidence that he knew this song. In the last 
two and more lyrical songs the piano part 
becomes much more prominent, and in By 
the river it creates an unforgettable picture 
of the moonlit waters that tempt the lonely 
wanderer. 

Maria Kurenko’s voice is perhaps rather 
on the bright side for this cycle of songs, but 
she sings it with much artistic intelligence 
and sensitivity. The piano part is unfor- 
tunately recorded so distantly, the voice so 
close, that anything like a just balance is 
impossible, and the big climax in Elegy goes 
for very little. 

The extreme subtlety of these songs means 
that they may not make an immediate 
impact on the listener and may appear 
monotonous: familiarity with them will 
alone reveal their many beauties and great 
originality. 

Prokofiev’s song cycle—in which, by 
contrast, two of the songs are called Sunlight 
in my room and Thoughts of the sunlight—is 
much more accessible: and the “ daring 
harmonies ” of which the sleeve note speaks 
are unlikely to trouble anyone. These songs, 
like those by Gretchaninov that follow on 
the disc, suit Maria Kurenko to perfection. 
The long-held note at the end of Tenderness 
of love is beautifully done and the singer rises 
to considerable dramatic heights in The 
grey-eyed King, the most original song of the 
set. The poems are by Anna Akmatova, a 
prominent Russian poetess. 

The first of the miscellaneous songs by 
Gretchaninov, Night, with a poem by 
Pushkin, is very lovely. It is followed by 
two delightful folk-songs and two quite 
enchanting children’s songs. The last of 
these, Tom Thumb, ends with the words 
“He bathed in dew and his carriage was 
drawn by a bee ”’, and the delicate humour 
of Miss Kurenko’s singing of this line is 
alone worth the price of the disc ! On this 
side the balance is much better and one is 
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able to hear how well Vsevolod Pastukhoff 
is accompanying. 

The sleeve has notes and English transla- 
tions by Maria Kurenko. A.R. 


HONEGGER. Une Cantate de Noél. 

Michel Roux (baritone), Elisabeth 

_ Brasseur Choir, Petits Chanteurs 

de Versailles, Maurice Duruflé 

(organ), Lamoureux Orchestra con- 

ducted by Paul Sacher. Philips 
NBR6026 (ro in., 25s. gd.). 

The other day a friend asked to have 
recommended to her an all-Honegger disc 
on which his later music was represented. 
Impossible—one side of Capitol CTL7055, 
the 1948 Concerto da Camera, was the 
best I could do (and a very good record it 
is, incidentally, with Strauss’s Duet Con- 
certino on the other side). None of the 
symphonies has found its way into the 
British catalogues. But here now is an 
all-Honegger record devoted to one of his 
latest works—in fact, the last he plans to 
write, I believe. 

But I should make it clear at the start 
that the record reaches me just before 
going to press, without its sleeve, and too 
late to get hold of a score. A Christrnas 
Cantata must obviously be reviewed in the 
Christmas issue of THE GRAMOPHONE ; 
next month, if necessary, I will add a 
factual background to this first review 
based only on the evidence that the disc 
affords to the ears. I do remember, how- 
ever, that this Cantate de Noél was composed 
for the twenty-fifth anniversary of the Basle 
Chamber Choir and for its founder Paul 
Sacher. 

Those who admire Honegger’s Joan of 
Arc at the Stake can be directed unhesitatingly 
to his new work. Here again they will find 
the long extended ostinato passages over 
which the choir declaims, the slowly 
mounting crescendos, each of them break- 
ing at its height before a new movement— 
rather as a soap bubble bursts on the pipe 
when a new bubble begins to swell beneath 
it. They will find also the movement based 
on a French traditional song (here, of 
course, it is a carol, ‘‘ Il est né, le divin 
enfant ’’). They will find the “‘ film music ” 
effects (the term is not necessarily derog- 
atory), of strings encasing the chorus as 
glossily and as snugly as the Cellophane 
envelopes (before polythene came in) used 
to encase Decca sleeves, and of organ and 
harp adding sweet “ celestial ’’ touches to 
the choral writing. 

What they must not expect is a piece of 
overtly ‘‘ Christmassy ’” music. The Can- 
tata opens with a grave, mysterious pre- 
monitory prelude on the organ, joined by 
the strings and then by the voices, first 
lower then upper, in a dark-hued wordless 
chorus—all this over a rhythmic ostinato 
in steady beats. Then the orchestral part 
starts swinging along in dotted notes, and 
the choir sings a ‘‘ De profundis”’. With 
a further change of motion the music 
becomes more animated, the woodwind 
chatter and fuss. Towards the end of the 
side the boys’ voices break in with a clear, 
innocent melody. 

The boys’ voices open the second side, 
and then Michel Roux (a baritone one 
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hears at the Opéra-Comique and Opéra) 
declaims a beautiful arioso, accompanied 
by the organ (here Duruflé draws those 
delightful French full-toned, rich clear 
flute-stops). The boys and then the full 
choir return, in a very pretty, spring-like 
passage whose musette accompaniment 
suggests the French countryside. Saxo- 
phone solo (or is it a very French French 
horn ?) introduces the next section. “Gloria 
in excelsis” sings the baritone, and 
‘*Laudate Domine omnes gentes’”’ reply 
the children. Then there is a chorus which 
treats, but without any counterpoint, a 
melody that sounds as if nature meant it 
for a fugue subject—it recalls the “ Pleni 
sunt coeli” section of Bach’s B minor 
Mass, but in this performance has a slightly 
lurching effect because of the sudden jet 
of organ tone with which each strong beat 
is marked. The boys, in the manner of an 
elaborate Bach chorale setting, declaim an 
independent tune in detached sections 
floating clear of the rest. The Cantata 
closes with an orchestral movement based 
on “ Il est né”. 

Mme. Brasseur’s singers, the boy choir, 
the composer-organist of St. Etienne-du- 
Mont and the orchestra combine in a well- 
studied performance (so it sounds) under 
Paul Sacher. The recording does not 
have as much space around it as one 
would like, ideally (the strands are not 
always kept clear and the effect is sometimes 
a bit congested). But there is no doubt 
that this is an important addition to our 
rather meagre Honegger discography. A.P. 


LALANDE. De Profundis. Friederike 
Sailer (soprano), Liselotte Kiefer 
(soprano), Bernhard Michaelis 
(tenor), Naan Poeld (tenor), Robert 
Titze (baritone), Chorus of Radio 
Stuttgart, Pro Musica Orchestra, 
Stuttgart, conducted by Marcel 
Couraud. Vox PLgo040 (12 in., 39s. 
74d.). 

Lalande was appointed Master of the 
Chapel Royal of Louis XIV in 1683 and 
acquired particular fame as a composer for 
his accompanied motets, amongst which Te 
Deum and De Profundis are outstanding. 
The text of the latter work is that of the 
129th Psalm (Vulgate version) with the 
addition of the words Requiem aeternam 
dona eis Domine, et lux perpetua luceat eis. The 
writer of the informative sleeve note tells 
us that these words are taken from the 
Introit and Gradual of the Requiem Mass, 
and they do, of course, occur there: but 
in this context they are used throughout the 
Office of the Dead after all the Psalms in 
place of the. usual Doxology, and De 
Profundis is the fourth of the Psalms sung 
in Vespers of the Office. It is a pity these 
liturgical inaccuracies keep occurring. The 
Motet begins with a massive movement for 
bass solo and chorus preceded by a short 
and-gravely beautiful prelude for the strings 
of the orchestra. Marcel Couraud takes all 
this at so slow a pace that the music seems 
almost to be stopping: and though the 
sound is impressive it would not have been 
less so at a slightly quicker tempo. Here 
and elsewhere the players and solo singers 
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seem rather casual in regard to ornaments, 
but I think they are evidently using an 
edition different to mine and I have no idea 
what the original text looks like. In the 
first entry of the chorus, and once or twice 
thereafter, there is a post echo which is 
effective even if unintentional. The text is 
divided up into sections for the soloists (trio 
and quartet as well as individual solos) and 
chorus. The two trios, Quia apud te 
(soprano, contralto, bass) and Sustinuit 
anima mea (sopranos and tenors of the 
chorus), are especially appealing, the last 
being preceded by a charming soprano solo 
with oboe obbligato, the same scheme being 
followed with A custodia matutina, the solo 
this time being for tenor. The last verse of 
the Psalm is followed by a solemn orchestral 
passage similar in character to the one with 
which the work began (and taken almost as 
slowly), after which the chorus sing 
Requiem aeternam, etc., and then burst into 
a fugue, of a rather conventional sort, for 
Et lux perpetua eis. The solo and chorus 
singing is excellent and the recording good 
in point of tone and balance, though there 
is a lack of bass in the solo quartet. The 
organ continuo is well heard. This fine 
work is said to have greatly impressed 
Handel and it is easy to understand that 
after listening to this expressive perform- 
ance. A.R 


SCHLUSNUS SONG RECITAL. Der 
Jiingling an der Quelle; 


Im 
Abendrot; An Schwager Kronos; 
Der Lindenbaum (Schubert). 
Verschwiegene Liebe; Abschied; 
Er ist’s (Wolf). Heimkehr; Heim- 
liche Aufforderung ; Ich liebe 
dich; Standchen (Richard Strauss). 
Wie bist du meine Ké6nigin; 
Botschaft (Brahms). Heinrich 
Schlusnus (baritone). D.G.G. DGM 
18029 (12 in., 39s. 74d.). 

I see, in the volume devoted to vocal 
music in the American guide to LP records, 
that there are five volumes available of 
records made by Heinrich Schlusnus, the 
ane listed above being the second of these. 

The sleeve note tells us that the singer 
died just as all preparations had been made 
for the transfer to LP of the songs on this 
disc. These he had himself selected as well 
as, presumably, those in the remaining 
volumes. 

It was on June 18th, 1952, that this fine 
artist died suddenly, at Frankfurt, of a 
heart attack. He had, to quote the sleeve- 
note—which gives an excellent account of 
his career—‘‘ an unusually large range and 
his warm, flexible voice never lost its 
beautiful tone, even when he was using it 
forcefully’. His operatic repertoire was 
very large and his Lieder repertoire 
enormous. 

Like many of our older readers I collected 
a considerable number of Polydor records 
made by Schlusnus which I cherish: and 
I now see, with some excitement, that: my 
disc of Strauss’s Ich liebe Dich and Heimkehr 
(Polydor 62364) are, according to the 
W.E.R.M., accompanied by the composer 
himself, though nothing on the label gives an 
indication of this. All the songs above are, 
however, transfers from records made at a 
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later date, and it is interesting to hear how, 
in Wolf’s Verschwiegene Liebe, this great artist 
has refined his interpretation. It is this song 
that especially displays his exquisitely placed 
mezza-voice just as Strauss’s Ich liebe dich 
and Schubert’s An Schwager Kronos show the 
splendid full volume of his voice. I per- 
sonally like a more legato treatment of Im 
Abendroth than Schlusnus gives to the song 
and Der Lindenbaum is sung in a curiously 
matter-of-fact way, the accompaniment also 
making little difference between the major 
and minor versions of the opening phrases. 
Der Fiingling an der quelle is charmingly done 
and Wolf’s Abschied is full of satirical 
humour. I do not think Stdndchen can be 
really effective except in its original key, but 
the peace of Heimkehr (Homeward), sung 
in the original key, is beautifully conveyed. 


There are inevitably some changes in 
level, and in some of the songs the piano 
tone is poor, but on the whole this ir a very 
enjoyable recital and a worthy tribute to a 
highly gifted artist. A.R. 


STRAVINSKY. “ The Soldier’s Tale ”’. 
Fritz Weaver (The Reader), John 
Harkins (The Soldier), Frederic 
Warriner (The Devil). Instru- 
mental Ensemble directed by 
Emanuel Vardi. Dramatic Direction 
by Muriel Sharon. Vox PL8g90 
(12 in., 39s. 74d.). 

STRAVINSKY. “ The Soldier’s Tale ”’. 
Jan Tomascow (violin), Camillo 
Ohlberger (bassoon), Fritz Wurzler 
(trombone), Alfred Prinz (clarinet), 
Josef Spindler (trumpet), Otto Ruh 
(contrabass), Amton Jonak (per- 
cussion), conducted by Mario Rossi. 

STRAVINSKY. Les Noces. [Ilona 
Steingruber (soprano), Margerite 
Kenny (mezzo-soprano), Karl 
Wagner (tenor), Eberhard Waechter 
(bass), Roman Hencl (bass). Vienna 
Chamber Choir, Four Pianos 
and Percussion Ensemble con- 
ducted by Mario Rossi. Nixa 
PVL7009 (12 in., 39s. 74d.). 

The Soldier's Tale : 
Stravinsky (10/55) ABL3065 
Les Noces : 
N.Y. Concert Choir and Orch., Hillis 
(3/55) PL8630 
The Vox disc contains the entire score, 
music and dialogue, of The Soldier’s Tale 
and it is very well carried out. The text, in 
English, is based on Rosa Newmarch’s 
translation, with a few American idioms 
thrown in, and Frederic Warriner is par- 
ticularly successful in suggesting the different 
personalities of the Devil. Every word is 
perfectly distinct and the sleeve note makes 
the course of the action clear, with one 
exception. At the end of The Devil’s Dance 
that unpleasant person falls down exhausted 
and is dragged off the stage by the Soldier 
and the Princess, who fall into each other’s 
arms to the strains of The Little Choral, 
which follows. We hear nothing after The 

Devil’s Dance, in the way cf words, until his 

song warning the pair not to cross the 

border. This will be mystifying to those 
who have no score. 


The thorough familiarity of the conductor 
and producer with the work, through a 
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series of performances given at the Carnegie 
Hall, New York, in December, 1954, brings 
out the full value of this remarkable and 
strangely fascinating piece, though I should 
myself hesitate to call it, as the sleeve note 
annotator does, “‘ one of the greatest works 
in the entire range of musical literature ”’. 

The recording is extremely good and the 
conductor follows Stravinsky’s recording of 
the Suite in giving prominence to the brass 
over the strings, whereas Mario Rossi, on 
the Nixa disc, does the reverse. The cornet 
is too loud in the music to Scene 2 (not 
included in the Suite) and neither Emanuel 
Vardi nor Mario Rossi get quite the same 
wonderful effect with the held string chords 
that Stravinsky does. Mr. Rossi alters the 
sequence of some of the numbers. 

In his review of the Vox recording of Les 
Noces, R.F. confessed to finding it ‘a bit 
of a bore ’’, which is, I think, understand- 
able when—as was the case on that disc— 
rhythm and attack are not quite vital 
enough. That performance was sung in 
English, and though hardly a word could 
be heard, there is little doubt that Russian— 
even though, again, one hears little of the 
actual words and may understand less— 
does give a tang and bite to the text that 
English cannot. 

It cannot be easy for the soprano solo, in 
the English version, to declaim loudly 
** tress my, tress those fair tress of my hair, 
my little tress”, as she has to do at the 
start of the work ; but Ilona Steingruber, 
singing in Russian, certainly sounds in 
character and the comedy element towards 
the end is much more convincing than in 
the other recording. 

I enjoy Les WNoces for its abounding 
vitality and astonishing rhythmic resource, 
its mixture, so true to life, of paganism and 
Christianity, and also, no doubt, because I 
have so vivid a recollection of its first 
performance in this country, when it was 
both danced and sung. Done only as a 
cantata, it can never be so effective. The 
soloists, choir, and instrumentalists sing 
and play with tremendous verve and the 
recording accommodates the large volume 
of sound amazingly well. 

The end is most poetical. The bride- 
groom is heard singing of his happiness 
from inside the bedroom, his voice broken 
into by the tolling of what Eric Walter White, 
in his book on the composer, calls the 
bell-chord. ‘‘ As the voices (of all but the 
bridegroom) cease singing”, he says, 
** pools of silence come flooding in between 
the measured strokes of the bell-chord, and 
the music dies away in a miraculously fresh 
and radiant close ”’. 


CANZONI D’ALTRI TEMPI. Fili d’oro 
(Buongiovanni). Come pioveva 
(Gill). Amor di pastorello (Nutili). 
Cara piccina (Bovio). Addio, 
Signora (Simi). Signorinella 
(Valente). La canzone dell’amore ; 
Parlami d’amore, Mariu’ (Bixio). 
Aurelio Fierro with orchestra con- 
ducted by Federico Bergamini. 
Durium DLU96007 (10 in., 22s. 74d.). 

This record will enchant anyone who has 
loitered along the waterfront at Naples (or, 
indeed, anywhere in Italy, but especially in 
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BARTOK—Concerto for Orchestra | 
CONCERTGEBOUW/VAN BEINUM 
LXT 2529) 


BRITTEN—Serenade, Op. 31; Les Illuminations Op. 18 | 
PEARS/BRAIN/NEW S.0./GOOSSENS 
LXT 2941) 


DVORAK—Symphony No. 2 in D minor, Op. 70 
HAM BURG RADIO 8.0. / | 
SCHMIDT-ISSERSTEDT LXT2807' 


MARTIN—Petite symphonie Se | 
STRAVINSK Y—Le baiser de 
SUISSE ROMANDE/ ANSERMET LXT 2631! 


MOZART—‘ Seok Serenade’, 
SSE ROMANDE/MAAG LXT 2671! 


MOZART—Divertimento in D major, 
THE VIENNA OCTET LXT 254 


SCHUBERT—Sumphony No. 4 in C minor; Sy mphony| 
No. 5in B flat major LOS ANGELES P.O. 
WALLENSTEIN AXTL1059 (Brunswick 
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ADAM—Giselle 
ORCH. OF L’OPERA, PARIS/BLAREAU 
LXT 2844 


Operatic Airs by Tebald 
TEBALDI/SUISSE eoemmenes 
RAVEL—La Valse; Valses nobles et sentimentales 
GRAND ORCH. SYMPHONIQUE DE L’I.N.R., 
BELGE/ANDRE LGM 65003 (Telefunken); 
DELIUS—Brigg Fair; On hearing the first cuckoo in Spring; 
The walk to the Paradise Garden; A song of Summer 
L.S.0./COLLINS LXT = 
DEBUSSY—Preélude a I’ tn wae d’un faune; 
RAVEL—Alborada del gra 
SUISSE ROMANDE/ANSERMET LW 5031 


JOHANN noi opiate 5 Die Fledermaus; 
Der Zigeunerbaron V.P.0./KRAUSS LW5005 


GRANADOS—Danazas espanolas (in ‘Music from Spain’) 
PARIS CONSERVATOIRE/JORDA LXT 2521 


GLUCK— What Pe Ne Handel—Art thou troubled? and 

Ombra mai fu; ELSSOHN—O rest in the Lord 

KATHLEEN PERRIER with L.S.0/SARGENT or 
BOYD NEEL ORCH./NEEL LW5072 


TCHAIKOVSK Y—Romeo and Juliet 
oe L.P.O./VAN BEINUM 
Francesca da Rimini 
PARIS CONSERVATOIRE/ JORDA LXT 2531 
Latin-American Rhythms EDMUNDO ROS & ORCH 002 


Edmund 
Rubbra 


BARTOK—Concerto for Orchestra 
CONCERTGEBOUW/VAN BEINUM LXT 2529 


BACH—The well-tempered Clavier 
ROSALYN TURECK AXTL 1036-41 (Brunswick) 


DEBUSSY—Images pour Piano 
: ALBERT FERBER EL 93049 (Felsted) 
hi 4 SCHUTZ—The Christmas Story A number of well-know: pers 
} soloists, chorus, COLLEGIUM MUSICUM ORCH./THOMAS 
2 OL 50020 (Oiseau-Lyre) invited to select from he 


WALTO N—Facade 
SITWELL/PEARS/ENG. OPERA GROUP logue up to ten 33 «p.r 
ENSEMBLE/COLLINS .LXT 2977 


—>" : French Renaissance vocal music they would choos as | 
_ . Vocal & instr. ensemble/BOULANGER AXTL 1048 (Brunswick) 


DUPARC—Songs SOUZAY LXT 2823 if given the op) ‘tun 


<> Pe ft NIELSEN—Sumphony No.5. Op.50and Maskarade Overture ; ; 
DANISH STATE S.0O./JENSEN LXT 2980 the lists su mi 


‘ on oe eee reprodu ed 
LSE <<, Joca nstr. ensemble 
— } AXTL 1051 (Brunswick) 


EARS ae Concerto No. 14 
n E fiat major, K. 449; 
RICHARD STRA USS—Burleske 
GULDAYL.S.0O./COLLINS 
LXT 5013 
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GILBERT & SULLIVAN—Iolanthe 
D’OYLY CARTE OPERA weenie: 


K 4044-5 
PUCCINI—La Bohéme 
soloists, Chor. & Orch. L; ACCADEMIA DI 
SANTA CECILIA/EREDE LXT 2622-3 


MOZART—Clarinet Quintet in A major, K.581 
KELL/FINE ARTS QUARTET 
AXTL 1007 ggg 
emma Quintet in B minor 
KELL/F 7“ ARTS QUARTET 
XTL 1008 (Brunswick) 
VORAK—Piano ne. in A major, GP: 61 
QUINTETTO CHIGIANO LXT 2519 
BRAHMS— 
Piano Concerto No. 2 in B fiat major, Op. 8 
BACKHAUS/V.P.O. iSGHRIcHT 


ELGAR—Falstaff, Op. 68 
L.S.O. — LXT 2940 
BARTOK—Concerto for Orchest 
CON NCERTGEBOUW/VAN apt 
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STRAVINSK Y—The Firebird Suite 
SUISSE ROMANDE/ANSERMET LX 3045 
SORODIN  Molovisien dances 

L.P. CHOIR & ORCH./VAN BEINUM 
FALLA--El amor brujo L.P.O./COLLINS 


2518 
RIMSK Y-KORSAKO V—Sheherazade 
PARIS CO A Ae 
GRIEG—Two elegaic melodies, Op. 34; 
SIBELIUS—Finlandia 
DANISH STATE S. O./TUXEN LW 5141 
SCHUBERT—Quartet No. 13 in A minor 
ITALIAN QUARTET LXT 2854 


DEBUSSY—La mer; Ibéria 
L’ORCH. DU THEATRE DES 
CHAMPS-ELYSEES/INGHELBRECHT 
(London cashing Fs DTL 93017 
MOZART—‘Jupiter’ Sym ts K.5. 
OUKRIPS LX 3010 
PERGOLESI—The Ph Master 
INTIMATE OPERA SOCIETY LK 4035 
¥ RAVEL—L'Heure espagnol 
Soloists, SUISSE ROMANDE/ANSERMET LXT 282 
PROK OFIEV—‘ Classical gym hony; CLINE A. 
BORODIN, MUSS' rchestral wo 
PARIS GON SERV A TOIRE/ANSERMET LXT 2833 
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SIBELIUS—Symphony No. 5 in E flat major, Op. 82; 
Night ride and sunrise L.S.O./COLLINS LXT 5083 


FALLA—El amor brujo L.P.O./COLLINS 
‘BORODIN—Polovtsian dances 
L.P. CHOIR & ORCH./VAN BEINUM 
{ LXT 2518 
VAUGHAN WILLIAMS—A London Symphony 
L.P.U./BOULT LXT 2693 
JBACH—Suite No.3 in D major 
STUTTGART CHAMBER/ 
| MUNCHINGER LX 3002 
SCHUBERT—Symphony No. 5 in B flat major 
CONCERTGEBOUW/VAN BEINUM LX 3082 
Songs of Paris 
| JEAN SABLON LA 8689 (Brunswick) 
ELIUS—Brigg Fair; On hearing the first cuckoo in 
Spring; The walk to the Paradise Garden; A song of 
Summer L.S.0./COLLINS LXT 2788 
Ros Album of Latin American Novelties 
EDMUNDO ROS & ORCH. LK4101 
PUCCINI—Tosca 
Soloists, Chor. & Orch. 
L’ACCADEMIA DI SANTA CECILIA/EREDE 
LXT 2730-1 


ANDRES SEGOVIA Programme 
AXTL 1060 (Brunswick) 
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Naples) and listened to, or even (if no 
compatriots are around) taken part in the 
singing with which the night air is generally 
loud. 

These songs are commercial songs and 
“the days gone by ” take us back at least 
to 1932 when, as I well remember, Parlami 
d’amore, Mariu’, was everywhere to be heard 
in Italy. : 

A most excellent (and anonymous) 
sleeve note gives a paraphrase of all the 
songs and, it need hardly be said, 
“amore” is their one theme, but with 
pleasant variations. Thus in Come pioveva, 
one of the few quick songs, we hear about 
a boy and a girl who met while sheltering 
from the rain in a doorway, and of the 
quick blossoming and fading of their 
romance: while Signorinella is about a 
middle-aged Neapolitan lawyer, married 
to a wife ‘always cold and weary ”’, 
who recalls a girl who, twenty: years ago, 
gave him a flower that his little boy has 
just found pressed in a book: and so on and 
so forth ! 

The songs are, no doubt, very senti- 
mental; but as Aurelio Fierro, whose 
charming tenor voice will remind the 
listener of Tino Rossi, sings them the 
emotion is never over-stressed, the articula- 
tion is perfect, and there is nothing here of 
the kind that would appeal to the shrieking 
sisters of the Palladium. 

To hear this beautifully recorded disc is 
to be visited by an almost uncontrollable 
urge to chuck up one’s dreary work and 
dash off to Naples. You have been warned. 

A.R. 


FESTIVAL OF SONG. Ye watchers 
and ye holy ones (Anon.) ; I wonder 
as I wander (arr. John Jacob Niles) ; 
O divine Redeemer (Gounod, arr. 
Theharne); Ave Maria (Schubert) ; 
My Lord what a morning (Anon.) ; 
The Lord’s Prayer (A. M. Malotte) ; 
The legend (Tchaikovsky); Prayer 
from ‘‘ Cavalleria Rusticana”’ (Mas- 
cagni); Cantata: Christ lay in 
death’s dark prison (Bach). Colum- 
bus Boychoir conducted by Herbert 
Huffman with Male Chorus and 
String Quintet. Brunswick LAT8070 
(12 in., 37s. 64d.). 

It is a surprise to find that a Bach cantata 
qualifies as an item in a disc called “ Festival 
of Song”. But the whole sleeve must have 
been written by Humpty Dumpty, with 
words meaning just what the writer chooses 
them to mean, neither more nor less. The 
hymn ‘* Ye Watchers and ye Holy Ones ” 
is described as ‘* echoing eighteenth-century 
classicism ’’, Most astonishing of all, this 
selection is described as “‘ some of the most 
moving sacred songs ever composed ”’. 

Accompaniments include almost inaudible 
organ (the opening hymn); almost inaudible 
piano (the Gounod, a maudlin piece of 
Victorian antimacassar) ; organ, pizzicato 
strings and hidden choir (Ave Maria—was 
this the version I remember all too vividly 
at the end of the film ‘‘ Fantasia ” ?) ; and 
an inadequate string quintet without any 
attempt at filling up the continuo part 
(Bach cantata). I cannot begin to express 
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the emotions I felt while listening to the 
setting of the Lord’s Prayer. Much of the 
singing is extremely good, the two boy 
soloists (too close to the microphone) being 
excellent so long as they are not asked to 
sing too high. Those who have an indiscrim- 
inate liking for American boychoirs will 
enjoy this record ; others can safely leave 
it alone. F 


MUSIQUE DU MOYEN-AGE A LA 
RENAISSANCE. Agniaus dous; 
Bele Doétte; Saltarello; Chanson 
d@’amour; Sovent me fait sous- 
pirer; Rondeau; Danse anglaise ; 
Pavane anonyme; Ce moys de 
May; La belle se siet; Les 
desleaux ont la saison; Madrigal 
de Tromboncino; Der Ratten 
Schwanz. Ensemble Monique 
Rollin. London International W91116 
(10 in., 29s. 64d.). 

This excellent selection of songs and 
instrumental pieces from the music of the 
Middle Ages and the Renaissance will 
delight those that are attracted to the music 
of these periods. The ensemble consists of 
Mathilde Siderer (soprano), Pierre Paubon 
(treble and alto recorders), Monique Rollin 
(lute), and Odette Geoffre, playing what 
the French sleeve (which should have been 
translated on the issued disc) describes as a 
viéle a arc, that is, as I suppose, a bowed 
instrument of the viol or flat backed type of 
early fiddle rather than the rebeck or pear- 
shaped type. 


The vocal pieces include three Troubadour 
and Trouvere songs, of which the first, 
Agniaus dous, a song with religious words, 
was long ago recorded on a Lumen disc by 
Yves Tinayre (in his series Siécles de Musique 
Sacrée) and there ascribed to the school of 
Perotin. 


Miss Siderer cannot approach Mr. 
Tinayre’s exquisitely modulated singing of 
the piece (which does need a man’s voice), 
but does well in the other two, both of 
which are accompanied by the vielle. 

There is also a setting of Ce moys de May 
(very familiar in the much later version by 
Jannequin) by Dufay and another of his 
songs (Le belle se siet), both very charming, 
one by Ockeghem (Les desleaux sont la 
saison) and a madrigal, in a version for one 
voice and with the three remaining parts 
played by instruments, by Tromboncino, a 
sixteenth century composer who was much 
sought after by poets of his time. The words 
are by Michelangelo and at least the first 
line should have been quoted on label or 
sleeve. It is “ Com’ ard dunque ardire” 
and the music is to be found in the third 
volume of Einstein’s great work, The Italian 
Madrigal. 


Among the instrumental pieces, a 
fifteenth century Saltarellc and a Pavane (for 
lute) are particularly attractive, the first 
of these having a rather astonishing 
dominant-tonic cadence. There is also 
included the thirteenth century English 
dance that was recorded in a collection of 
Mediaeval and Renaissance music issued 
on Vox PL8120. It is played here in quicker 
tempo and with a delicacy that is pleasant if 
unrealistic. A.R. 
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MOTETS OF THE VENETIAN SCHOOL. 
In dechacordo psalterio; Sacerdos 
et Pontifex; Filiae Jerusalem; 
Maria Magdalena; Cor meum; 
Annuntiate inter gentes (Andrea 
Gabrieli). Lapidaverunt Stephanum ; 
Te gloriosus Apostolorum chorus ; 
Ave Rex noster; Cum autem 
venisset; Surge propera; O alti- 
tudo divitiarum; Tu es Petrus 
(Asola). Facti sunt hostes; Ave 
Maria (Nasco). Praeparate corda 
vostra (Porta). O Sacrum con- 
vivium (Viadana). Choir of the 
Capella di Treviso conducted by 
Mgr. Giovanni d?’Alessi. Vox 
PL8790 (12 in., 39s. 74d.). 

There are seventeen motets on this disc, 

seven by Asola, six by (Andrea) Gabrieli, 

two by Nasco, and one each by Porta and 

Viadana. The vocal scoring varies from 

three to five parts, and from boys’ and men’s 

voices to men alone. There are, therefore, 
no works here for double choir. 

Among the outstanding numbers of a 
fine set of motets are Asola’s Te gloriosus 
Apostolorum chorus, a very massive piece, and 
his more delicate Surge propera, amica mea (the 
words from The Song of Songs). Gabrieli’s 
In decharcordo psalterio and Filiae Jerusalem 
are both splendid in sound and, in quieter 
vein, there is his beautiful setting of the 
words describing the visit of the Maries to 
the tomb of Jesus, Maria Magdalena et 
altera Maria. Another fine motet is Viadana’s 
O Sacrum convivium. Harmonic interest is 
more prominent than contrapuntal in these 
motets, as will have been noticed in previous 
Vox recordings by this choir of the sacred 
music of the Venetian school. 

The problem of recording this vibrant 
choir in a resonant building seems to have 
been more successfully solved in this issue 
than in the previous ones and the sound is 
much better accommodated. 

Latin texts with English tranclations are 
given on the sleeve: and the wise listener 
will ration himself to one or two of the 
motets at a time if he wants to get the most 
out of this disc. A.R. 


SPANISH CHORAL MUSIC. Ave 
Maria; Jesu dulcis memoria; 

O magnum mysterium (Victoria). 
Puer natus est nobis (Morales). Ma 
voluntat amb la raé_ s’envolpa 
(Brudieu). Dadme albricias, hijos 

de Eva (Anon.). Ya florecen los 
arboles, Juan; D’aquel pastor de 

la sierra; De los Alamos vengo, 
madre; Morenica, dame un beso 
(Vasquez). Sant Josep i la mare de 
Déu (arr. Jorda). El cant dels 
ocells; El noi de la mare; El mal 

de Pamor ; Paloma revoladora ; 
Nana; Polo (arr. Ribé). Oi Betleem 
(arr. Donostia). No quiero que me 
cortejes (arr. Torner). Sa 
Ximbomba (arr. Bonet). Capilla 
Cl4sica Polifénica del F. A. D. 
conducted by Enrique’ Ribéd. 
Columbia 33CX1308 (12 in., 39s. 7$d.). 
Rather a mixed bag, this, with religious 
and secular music of the Golden Age, 
Christmas carols from Catalonia and the 
Basque country, and folk-songs from various 
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provinces—despite the severe (and un- 
wieldy) name of the choir, which was 
formed in Barcelona in 1941 and is sup- 
ported by the Department for the 
Promotion of Decorative Arts (the F.A.D. 
of the title). The choir has done valuable 
work in Spain, presenting many master- 
pieces of the repertoire, and giving, in 1950, 
the first performance in Barcelona for thirty 
years of the St. Matthew Passion ; but on an 
international level it must be admitted that 
it cannot compare with the best choirs of 
other countries. It is obviously well trained : 
ensemble is good, intonation (if not always 
completely pure) is also satisfactory, and 
the singing has fervour ; but the individual 
voices are not very beautiful, and the typical 
quality of Spanish sopranos, striking on 
their own, does not easily blend. One 
might of course object that in the first six 
items the soprano and alto lines should 
properly be sung by boys ; but in a mixed 
recital like this purist doubts need to be 
stifled. The style of the classical works, 
however, is not particularly happy, largely 
owing to over-emphasis: too many accents 
break up the long-drawn lines vital to the 
polyphonic period. O magnum mysterium 
starts unsteadily and lacks the feeling of awe 
which it should have; and the staccato 
treatment of the alleluja in the Morales 
sounds most implausible. The folk-songs and 
carols are more successful: among the most 
attractive are the Catalan St. Joseph and the 
Mother of God, the Basque Bethlehem (which 
will be known to most connoisseurs of 
Christmas carols), and the Majorcan Sa 
Ximbomba. The last three items on side 2 
(not shown in the same order in the heading 
above) are all from Andalusia and are 
accompanied by a guitar; the Nana and 
Polo will be familiar from their inclusion in 
Falla’s Seven Songs. The recorded quality 
throughout is disappointing. It is rather 
dry and coarse, tending to distort in fortes— 
which doesn’t help any choir. LS. 


OPERATIC 


BERLIOZ. La Damnation de Faust, 


Op. 24. 
Marguérite Suzanne Danco (sop.) 
Faust David Poleri (ten.) 
Mephistophélés 

Martial Singher (bar.) 
Brander Donald Gramm (bass) 
A Voice 


McHenry Boatwright (bass) 
Harvard Glee Club, Radcliffe 
Choral Society directed by G. 
Wallace Woodworth, Boston Sym- 
phony Orchestra conducted by 
Charles Munch. H.M.V. ALP1225-7 
(three 12 in., 118s. 10}d.). 
Magnificent! As a recording job and as 
an interpretation, magnificent. And to one 
like me who thinks the music itself a marvel, 
it comes like a wish one had given up 
daring to shape. To be just, that ancient 
H.M.V. plum label version had some 
valiant singing in it from the veteran Marcel 
Journet. But in a sense, until Long Playing 
became a fact, this music was in truth 
unrecordable, for it depends so much on 
continuity and contrast of mood and has 
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such a wide dynamic range that unless the 
recording can manage a real pianissimo on 
a silent surface and in a second later can 
take in a great blaze of brass and kettledrum, 
Berlioz’s dramatic canvas is reduced to a 
monochrome sketch. 

This work is opera of course in all the 
best senses of that word: that it didn’t fit 
the current Parisian notions of what Opéra 
was to be, was a misfortune. But the curt 
dismissal of the marvellous work on the 
grounds that it is “‘ too dramatic for oratorio 
and not dramatic enough for opera” is 
contemptible. What; not dramatic com- 
pared with the works of ...? Name no 
names. Anyhow, this point hardly concerns 
us as gramophone listeners : Berlioz’s scenes 
are perfect gramophone opera—and the vast 
plains of Hungary, echoing with trumpet 
calls and the tramp of armies, simply dazzle 
the imagination. So, too, Marguérite alone 
and heavy-hearted in her rooms, just before 
Retreat sounds up at the barracks, pierces 
straight to the heart. 

The Rakoczy March comes through 
quite superbly at full pressure: when it is 
a question of a distant trumpet it sounds as 
faint as the last streak of a red sunset. In 
short, the imagination is caught again and 
again. 

The first surprise to me—and perhaps 
that is not a very complimentary thing to 
say—was the excellence of Poleri’s singing 
of Faust’s first reverie. This tenor who sang 
superbly in the Glyndebourne, 1951, Forza, 
this year at Edinburgh seemed to me to be 
in a poor patch. But his singing here is both 
passionate and musical and has a most 
exciting ring. (It compares very favourably 
indeed with Jobin’s on Decca’s excerpts.) 
Poleri’s defect is that he is not French and 
seems therefore sometimes afraid to voice 
the words as he (and as Faust) should do. 
The French “ui” sound in words like 
suis’ and “ fuit”’ is the Dickens for a 
non-French singer. But that said, the 
performance on his part (and the part is a 
hard one) is most creditable, reflecting, I 
think, a genuine understanding of Berlioz 
and the conductor’s glowing and noble 
conception of the music. Listen to his 
reiterated cries of ‘‘ Seigneur, Seigneur ...;” 
etc. Are they not wholly convincing ? And 
the marvellous “‘ Nature, immense ”’ is very 
finely taken. 

Martial Singher, a distinguished French 
artist who has been singing much in the 
U.S.A. of late is highly impressive as 
Mephistophélés—the serenade “‘ Devant la 
maison ”’ with its irony, no less than the 
superb “‘ Voici des roses ’? which precedes 
the dance of the sylphs and the vision. 
Suzanne Danco sings both her solo scenes 
generally beautifully, with simplicity, from 
the heart, in limpid crystalline, French, and 
above all in a voice which is even in scale ; 
with the result that where nearly all singers 
of the middle section of ‘‘ D’amour I’ardente 
fiamme ”’ start crowing like cocks, this 
Marguérite makes precisely and effortlessly 
the effect of agitated respiration which 
Berlioz must have intended. Incidentally 
to hear the “Roi de Thulé” (Chanson 
Gothique) in the proper context is to be 
amazed all over again at its originality and 
appeal; and the recitative “ Qu’il était 
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beau ”’ shows Danco at her very best. The 
Brander (presumably American) does th 
Song of the Rat effectively: and _ th: 
chorus’s, contribution is of an almost 
frightening efficiency. Or perhaps “ fright- 
ening” only in the dramatic sense, for the 
stereophonic effect of crowds which Berlioz 
imagined (now here, now there, now 
laughing alarmingly close or shouting 
distantly) is wonderfully brought out by 
conductor and recording—unless there is a 
little too much resonance for you. Tastes 
vary on this. From aural evidence alone [ 
would guess that someone has thought that 
Danco’s clear bright voice needed a touch 
of echo chamber resonance under it which 
personally I don’t think it requires. 
In all ways, an exciting issue. 


H.-W. 
MESSAGER. Véronique. 
Véronique Géori Boué 
Ermerance Mary Marquet 
Agathe Genévieve Moizan 
Florestan Roger Bourdin 
Loustot Max de Rieux 
Coquenard M. Carpentier 
Denise Sophie Mallet 
Tante Benoit Jackie Rollin 
Céleste Chantal de Rieux 
Zoé Micheline Castellier 
Séraphin Robert Desdain 
Robert Roland Bourdin 
René C. Jourdain 


Orchestra and Chorus conducted 
by Pierre Dervaux. Direction by 
Max de Rieux. London International 
TWo91093-4 (two 12 in., 79s. 3d.). 

** Charmless ” is a typical critic’s word, 
reflecting merely a subjective response: the 
critic was not charmed! The point is that 
I count myself (together with most of the 
world’s Amateur Dramatic Societies) as one 
of Véronique’s champions. Messager was a 
minor artist maybe, but the work is full of 
delightful, beguiling, deft strokes of real 
artistry. A ‘‘ complete ” recording ought to 
charm—precisely. I fear this set does no 
such thing. True, it is vivacious, like many 
of Max de Rieux’s productions ; and like 
Les Saltimbanques, which came from the same 
stable, it has its moments and also its 
atmosphere. But there seems to me too 
high a proportion of speech to music ; and 
the music, when you come to it, is seldom 
ideally well done. When you put operette 
on to disc, you ought to have it sung by very 
much better casts than it would be reasonable 
to expect in the theatre. In this matter, 
Columbia, with its casts for The Merry Widow 
and Fledermaus, saw to it that even if the 
music might wear thin on constant repeti- 
tion, the singing of it would be lasting joy. 

The minor roles are only adequately done 
here and though Mlle Géori Boué and Roger 
Bourdin enjoy a wide fame, I cannot think 
they are ideal as Florestan and Véronique. 
He has an appealing way ; and she sings 
this music with a certain turn of speed and 
a French neatness, though she sounds short 
of breath sometimes. But it is the mirthless 
laughter and the acid etched “line” 
which dismays in the famous (and justly 
famous) Swing duet and scene of flirtation. 
I beg either singer, should he or she chance 
to read this, and wonder what I mean, to 
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THE GRAMOPHONE EXCHANGE 


Founded in 1906 for the purchase, sale and exchange and reproduction of gramophone records of good music 


NEW RECORDS 


Keep your Record Collection up-to-date 


AT ASTRA HOUSE 


. . Where every worth-while L.P. record of good 
music is kept in stock, there is also a staff of capable 
assistants, all of them eager concert and opera 
fans, who can and do give really knowledgeable 
advice on what particular recording or perform- 
ance is best worthy of your attention. 

This service is available to Post Customers as 
well as to Personal Callers. New L.P. records 
are Post and Packing free. 


EXCHANGE 


At the same time we can relieve you of any 
unwanted L.P.s or 78 r.p.m.s you no longer wish to 
keep, in part-payment for the records you do want. 
Records handed in for allowance must be in perfect 
condition—damaged or worn records can only be 
treated as scrap. 


SLIGHTLY USED RECORDS 


For the L.P. enthusiast with a limited purse 
our second-hand L.P. record department offers 
wonderful opportunities. 3,000 perfect records 
in stock, which may be selected by number or 
title and, if desired, tried over in our audition 
rooms. 

Similarly our second-hand 78 department offers 
wonderful bargains to the enthusiast who cannot 
afford L.P. or still 
prefers 78's. 5,000 
12-in. records, Symp- 
honies, Concertos, 
Operas, Chamber 
Music at from 2s. 6d. 
to 5s. Od. per record 
to browse through. 
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TEMPLE BAR 3007 






and abroad, we send Seasonal Greetings 
roupled with our best wishes 
for the coming year. 


For the collector of Golden Age records there 
are, in what has become known as ‘ Dead Man’s 
Corner’, some 2,000 Vocal records by famous 
artists of the past, at attractive prices. 

We hold a complete stock of Pre-recorded Tapes 
including the Stereosonic Recordings. 

We also stock B.A.S.F. L.P. magnetic Tape: 
_ 1,200 ft.—£2.0.0 1,700 ft.—£2.15.0 
~ MOREOVER, we are prepared to accept, in 
part-payment, your unwanted L.P.s and 78s in 
good condition. 


CHRISTMAS PRESENTS 

For Christmas Presents, L.P. Records to any 
amount can be sent Post and Packing free to any 
address in the United Kingdom—or—Record 
Tokens to any amount which can be exchanged at 
most Gramophone Dealers can be sent with 
appropriate Greeting Card, price 4}d., on receipt 
of remittance. 


RECORD STORAGE 

We are now able to offer record storage boxes 
for L.P.s large enough to take all makes of L.P. 
records in their jackets. These boxes are made 
up in attractive book form in three colours, red, 
green, and black, and will hold approximately 
twelve records each. 
Price. 12in. size: 12s. 6d. ; 10in. size: 8s. 6d. 

For 7in. size: 6s. 6d. 


AMPLIFIER DEPARTMENT 

In our Amplifier Department we have a staff 
of experts in High Fidelity Reproduction who will 
demonstrate all that 
is best in equipment 
for the reproduction 
of records of good 
music and, if desired, 
would build such 
equipment into a 
cabinet of yourchoice. 







Astra House 
121-123 Shaftesbury Avenue, London WC2 














XLII 


(R955) 


MNARA 


The following operas 
are 


AUTHENTIC RUSSIAN 
RECORDINGS 


Performed by _ Soloists, 
Chorus and Orchestra of 
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SADKO 
by Rimsky-Korsakov 


MWL 313/6 


QUEEN OF SPADES MWL 323/5 
by Tschaikovsky 


PRINCE IGOR MWL 326/9 
by Borodin 
MAY NIGHT MWL 338/40 


by Rimsky-Korsakov 











JAMES QUALITY RECORDING CO. LTD. 
28 Buckingham Street, Strand, W.C.2 











The GRAMOPHONE 


December, 1955 


RECORDS FROM M-G-M - 








e 3 i ‘ 
BOO0009OHOHDOOI0IOO9O9ODOI0000000099. 999. 


GENE KELLY 

**°S Wonderful’? including Singin’ in the Rain; All 1 
do is dream of you; Moses; You are my lucky star; 
You were meant for me; I got rhythm; ’S Wonderful; 
Love is here to stay; Almost like being in love; You 
wonderful you MGM-D-133 


JUDY GARLAND 

** Born to sing ’’ including A couple of swells; I love 
a piano; Snooky Ookums; When the Midnight Choo 
Choo leaves for Alabam’; A fella with an umbrella; 
Easter Parade; Put your arms around me, Honey; 
I don’t care; Johnny One Note; I wish I were in love 
again; Get happy; Love of my life MGM-D-134 


**DEEP IN MY HEART’? (Romberg) 

starring JOSE FERRER - HELEN TRAUBEL - HOWARD KEEL 
ANN MILLER - WILLIAM OLVIS - VIC DAMONE - JANE 
POWELL - TONY MARTIN - GENE AND FRED KELLY 
ROSEMARY CLOONEY. Recorded direct from the sound- 
track of the film MGM-C-755 


*‘*INTERRUPTED MELODY’’ 
featuring EILEEN FARRELL. Music recorded direct from 
the M-G-M film . MGM-EP-527 & 8 


...and a magnificent record by 


AMBROSE and his Orchestra 
Bluebell Polka; Marching through Georgia 
MGM-874 © 
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rpm 






Prices MGM-C series 33/1 13d each 
MGM-D series 26/5d each 
MGM-EP series 10/520 each 


MGM series 57d each 





E.M.1. LTD. 
(RECORD DIVISION) 
8-11 GT. CASTLE ST. 
LONDON, W.1 


TRADE MARK OF LOEW'S INC, 
MADE IN GREAT BRITAIN BY E.M.I.LTD. 

















December, 1955 


procure a record, necessarily ancient, of 
Emma Eames and Gorgoza (also real life 
spouses) singing it. There was charm for 


you! 

Perhaps her best moment is “ Petit 
dinde, ah quel outrage’, which is sung 
with a most convincing show of anger and 
at prodigious speed, yet with all the words 
clear. Maggie Teyte, however, brought 
something else to it, which is not here. 
Again, dare I call it charm ? In the last act, 
Mile Moizan, as she did in Les Saltimbanques, 
nearly steals the show with the mezzo song 
‘Ma foi, pour venir de province ”’, though 
there again Miss Teyte was unforgettably 
better. Had I been M. Bourdin I would 
have insisted on a remake of the last duet 
“ Eh bien—un autre procés ”. The record- 
ing is very bright, rather dry ; much like 
the London zarzuela_ recordings, for 
example. P.H.- 


MOUSSORGSKY. 


Boris Godunov 
Miro Changalovich (bass) 


| his childeen 


Sofiya Janovich (mezzo-sop.) 
Zlata Sesardich (sop.) 


Boris Godunov. 


Fyodor 
Xenia 


Nurse 
Militza Miladinovich (mezzo-sop.) 
Prince Shuisky 
Stepan Andrashevich (tenor) 
Shchelkalov 
Dushan Popovich (bar.) 
Pimen Branko Pivnichki (bass) 
False Dmitri Miro Branjnik (tenor) 
Marina Mnichek 
Melanie Bugarinovich (mezzo-sop.) 
Varlaam Zharko Tzveych (bass) 
Missail 
Stepan Vukashevich (tenor) 
Innkeeper 
Biserka KalJuchich (mezzo-sop.) 
Idiot Nikola Janchich (tenor) 
Police Officer 
Ilya Gligorievich (bass) 
Krushchov 
Zhika Milosavlievich (tenor) 
Levitsky 
Dragomir Ninkovich (bass) 
Chernikovsky 
Ivan Murgashki (bass) 
Chorus and Orchestra of the 
National Opera, Belgrade, con- 
ducted by Kreshimir Baranovich. 
Decca LXT5054-6 (three 12 in., 
118s. 84d.). 
Dobrowen (4/53) (H) ALP1044-7 
It is three years this month since the 
Royal Opera House last gave Moussorgsky’s 
opera Boris Godunov, in a_ performance 
memorably conducted by the late Issay 
Dobrowen. Let us hope that Mr. Kubelik 
has scheduled it for early revival, for of all 
the operas not in Covent Garden repertory 
at present, Boris is the most sadly missed. 
Listening to it again in this Belgrade 
performance, E.M.I. libretto in hand, I 
marvelled afresh at the genius of the music, 
and could not help enjoying the set deeply 
even while I told myself that it was at best 
& pretty routine sort of performance. 
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If there were no other set of Boris 
available, then this one would be highly 
welcome, for the sake of the music. The 
singers all have quite decent sort of voices, 
and a feeling for the style, though none of 
them is world-shaking. Nothing actually 
takes fire—not ‘“‘I have attained the 
highest power,” not the Clock Scene— 
partly because Kreshimir Baranovich’s 
conducting is pedestrian, partly because 
the orchestral playing, at any rate as 
recorded, is colourless and too much in the 
background. The version used is that of 
Rimsky-Korsakov, though this fact is 
nowhere mentioned on labels or sleeve 
(the companion set of Khovanshchina had a 
similar lack of acknowledgment). By 
cutting the first Polish scene (Act 3, scene 1, 
with Marina and Rangoni) completely, 
and making various other small cuts (such 
as Feodor’s Parrot Song) Decca have fitted 
the opera on to six sides, or one disc less 
than the H.M.V. version. 

I would not call the Decca version dull, 
because Boris even moderately well per- 
formed cannot be dull, and the tenors in 
particular have the right sort of Slav 
timbre so essential in this music. But it 
does sound dull the moment we start 
comparing it with the H.M.V. performance. 
This has Boris Christoff—all too much of 
him indeed, as A.R. pointed out when 
reviewing it, but what a fine Boris he is ; 
it has a very strong “‘ supporting cast” ; 
it has conducting of genius from Issay 
Dobrowen, very fine orchestral playing 
from the Orchestre National, and a 
brilliant, forward recording. Moreover it 
is uncut. The singers in the H.M.V. set 
score without exception over their Yugoslav 
counterparts. In particular, the Pimen of 
Branko Pivnichki is a terrible old wobbler 
when he gets excited, the Varlaam of 
Zharko Tzveych (to use the transliteration 
of the name which Decca have adopted) 
jumps the points several times in his song, 
Melanie Bugarinovich disappoints us by 
singing Marina’s music in too emphatic a 
way. All in all, this set cannot be said to 
compete in any way the H.M.V. one. 

Decca, I learn, are preparing three more 
of their admirable librettos to accompany 
Boris, Khovanshchina and Prince Igor. I do 
hope that they decide to make the Boris 
complete, and not cut it as the set is cut. 
Meanwhile we have the E.M.I. line-by- 
line one, transliterated Russian and English 
singing-version, which is very valuable— 
though a literal translation would have been 
even more so. One begins to pick up a 
few key-words of Russian when following 
even this transliteration ; after working 
through the three operas with the original 
Russian before us, we could hardly help 
knowing how those funny characters were 
meant to be pronounced. As one who 
learnt his first fumbling Italian and German 
from the booklets that went with the 
Mozart Society albums, I look forward 
eagerly to the Russian librettos. By the 


way, I hope that E.M.I. have put right in 
the latest printing of their Boris libretto the 
error which caused a large chunk of the 
Revolutionary Scene to be dropped, with 
startling effect, into the middle of the 
Boyars’ council. A.P. 
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MOZART. Madamina!; Nella bionda 
from “‘ Don Giovanni ”’, Act 1. Boris 
Christoff (bass), Philharmonia 
Orchestra conducted by Wilhelm 
Schiichter. H.M.V. DA2080 (10 in., 
6s. 74d.). 


It is a rare pleasure to be handling once 
again a 10-inch DA (what a category of 
gems that was) and surely it cannot be 
wholly my imagination that there seems 
to be far more bloom on some voices in 
78s than they seem to have on LP? This 
is a beautiful deft performance of the 
catalogue of Don Giovanni’s ladies sung to 
Elvira by Leporello, who here sounds all 
the things he should. The piece is well 
acted, well sung, the orchestral playing is 
first-rate, and the balance and engineering 
side of the bargain all one could wish. It 
seems odd to have to turn over in the 
middle—that’s all ! P.H.-W. 


MOZART. Cosi fan tutte. 


Fiordiligi Lisa della Casa (sop.) 
Dorabella Christa Ludwig (sop.) 
Despina Emmy Loose (sop.) 
Ferrando Anton Dermota (ten.) 
Guglielmo Erich Kunz (bar.) 
Don Alfonso Paul Schoeffler (bass) 


Vienna Philharmonic Orchestra 
and Vienna State Opera Chorus 
conducted by Karl Béhm. Decca 
LXT5107-9 (three 12 in., 118s. 104d.). 
(12/52) PLP555-1/8 
(9/55) 383CX1262-4 

There are many good things in this 
recording, but as a whole it cannot be con- 
sidered to equal, let alone surpass, the 
Columbia set. 

The orchestral playing is, as one would 
expect, of very fine quality and the tempos, 
in general, more relaxed than some of those 
adopted by Karajan ; the woodwind detail 
is most affectionately treated by Karl Bohm 
and is, like the whole orchestral part, well 
and clearly recorded. 

Anton Dermota, it need hardly be said, 
sings most beautifully as Ferrando and is 
well partnered by Erich Kunz, a lighter 
weight Guglielmo than Rolando Pannerai. 
Paul Schoeffler is an admirable Don Alfonso 
of the conventional kind, but here I myself 
prefer Sesto Bruscantini’s more subtle 
handling of the part. So far, it may be said, 
honours are easy. Lisa della Casa sings 
with fresh and fill tone as_ Fiordiligi, 
but with a good less light and shade than 
Elisabeth Schwarzkopf and she is not 
happily partnered by Christa Ludwig’s 
Dorabella. This artist often sounds tentative 
and seems unable to characterise the part, 
nor is her voice well balanced with that of 
the soprano. This is particularly noticeable 
in the Terzetto in the first act, in which the 
top line stands out too much instead of being 
equalised with the others, and in the lovely 
section in the finale to the second act (“ E 
nel tuo, nel mio bicchiero”’) in which 
Dorabella’s entry with the theme soprano 
and then tenor have just sung is covered 
up by these two voices. 

In every way Nan Merriman’s singing 
and characterisation of the part surpasses 
this one. 

Emmy Loose, though she manages to be 
dull in “Una donna quindici anni” 


Dunnwald 
Karajan 
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(Act 2), sings with more shapely phrasing 
than Lisa Otto, and if less amusing as the 
“doctor” is just as funny as the “lawyer’’. 

The concerted numbers have not quite 
the same good balance, liveliness and 
precision as they had in the Columbia set, 
and there is not the same sense of a well 
integrated performance, nor does the music 
communicate throughout such intense 
enjoyment. 

Several factors may help towards this 
impression in addition to those mentioned. 
There is some poor tape editing and, above 
all, there are more cuts than is reasonable. 
It is true that a greater amount of recitative 
is included than in the Columbia set, but 
this is done at the expense of many cuts in 
arias and concerted pieces, and also of one 
important bit of accompanied recitative. 
This is Alfonso’s revealing outburst, “‘ Non 
sou cattivo commico ” (Act 1), against the 
follies of women, an important clue to his 
personality. The whole of the orchestral 
introduction to the soldiers’ chorus is 
omitted for some inexplicable reason, and a 
large cut is made in Dorabella’s aria, 
““Smanie implaccabili”, a smaller but 
considerable one in Fiordiligi’s rondo aria, 
“* Per pieta ”’, two cuts in the duet “ Fragli 
amplesi” (Fiordiligi and Ferrando) : and 
the first singing of the betrothal chorus 
with what follows for the quartet of lovers 
afterwards is omitted in the finale of the 
opera. These are not all, but they are 
enough to show that the score has been 
roughly treated. 

The two arias usually cut, but restored in 
the Columbia issue, are also omitted, but 
one cannot reasonably object to that. 

It is sad that the high praise accorded to 
the three Decca recordings of Mozart’s 
operas reviewed in our last two issues 
cannot be extended to this one: but perhaps 
uniform success in the matter might be 
asking too much. 

One last point. The embarrassment of 
the sisters and their (supposedly) new boy 
friends so deliciously expressed, in the 
Columbia set, in the recitative in which 
they discuss the weather, goes for nothing 
in the Decca issue. The whole performance, 
indeed, smells of the studio. A.R. 





Geistliche Lieder 

In my review of Bach’s Geistliche Lieder 
(Nixa WLP6402-1/4) in the November issue 
I suggested the best single disc to buy would 
be sides 5/6, concluding that as the songs 
were recorded in alphabetical order they 
would not be coupled in automatic 
sequence. It now appears that they are so 
coupled and I must apologise for un- 
wittingly misleading readers. As side 5 is 
the most desirable of all, the best single disc 
is, therefore, WLP6402-4 containing sid 
4/5- A.R. 
Classical LP Catalogue 

The December edition of the CLasstcaL 
LP CaTA.ocuée will be available during the 
early part of the mont. As with the previous 
edition, it has been necessary to omit the 
Artist Index, but this will be reinstated in 
March, 1956. Price 2s. 6d. or 2s. gd. direct 
from the publishers. Please see also page 
299 of this issue. 
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PUCCINI. Madama Butterfly. 
Madam Butterfly 
Maria Meneghini Callas (sop.) 
Suzuki Lucia Danieli (mezzo-sop.) 
Kate Pinkerton 
Luisa Villa (mezzo-sop.) 
B. F. Pinkerton Nicolai Gedda (tenor) 
Sharpless Mario Borriello (bar.) 
Goro Renato Ercolani (tenor) 
Prince Yamadori 
Mario Carlin (tenor) 
The Bonze Plinio Clabassi (bass) 
The Imperial Commissioner 
Enrico Campi (bass) 
Orchestra and Chorus of La Scala 
Opera House, Milan conducted by 
Herbert von Karajan. Chorus 
Master: Norberto Mola. Columbia 
33CX1296-8 (three 12 in., 118s. 84d.). 
Erede (2/52) LXT2638-40 
Gavazzeni (3/55) (H)ALP1215-7 
We have by now become accustomed to 
the idea that Maria Callas can sing any 
soprano part she has a mind to, so that, 
though one might not consider her a natural 
for the part, there is no need to be surprised 
that she chose to sing Butterfly. There is, 
however, considerable matter for surprise 
that Nicolai Gedda should have been cast 
for Pinkerton. It is perfectly clear from the 
moment he opens his mouth that Mr. Gedda 
would not hurt a flea, let alone a butterfly— 
and above all such an exotic specimen as 
this. This considerably alters the dramatic 
balance of the opera. Those parts of the 
score, moreover, where full and ringing 


tones are needed to realise Puccini’s 
intentions considerably overstrain the 
resources of this beautiful voice: but in 


other parts, where tenderness and_ soft 
lyrical tone are needed, Mr. Gedda comes 
into his own and can look any Italian tenor 
in the larynx! Among such moments, 
which necessarily occur in the first act, since 
Pinkerton has to be all out nearly all the 
time in the last, are his conversation with 
Butterfly immediately after her entrance, 
and his comforting “‘Bimba non piangere’’, 
the gentle sensuousness of ‘‘ Viene la sera ” 
and ‘‘ Bimka dagli occhi’”’, later on. After 
this it is hard going for him and he is 
finally defeated when Callas is in full flood 
at the end of the love duet. Even so, he is 
never reduced to shouting, but one does 
want a voice like Stefano’s to fill out the 
soaring phrases with ringing tone. 

Stefano is also more in character as the 
brash and cynical young lieutenant who 
takes his fun where he finds it, without 
thought for anyone but himself. 

Campora comes vocally somewhere 
between these two, inclining in character 
much more towards Gedda’s gentler inter- 
pretation, and, like Gedda, paying more 
attention to Puccini’s expression markings 
than Stefano does. 

We may, therefore, rate Gedda’s as a 
gallant performance with musical merits 
all too rarely found in operatic tenors. 

Inghilleri was a paternal consul in the 
Decca set, Gobbi an austere one in the 
H.M.V.—one felt his sympathy with 
Butterfly was very much on the surface. 
Boriello, in the new set, though without 
Gobbi’s vocal opulence, I like best of all the 
three. His voice is of very pleasing quality 
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and he never misses a point : he is obviousl: 
deeply sorry for the deserted “‘ wife ’’. 

Lucia Danieli seems also, to me, the bes: 
Suzuki and Renato Ercolani’s the most 
malicious (and salacious) Goro: but these 
parts were well cast in the two previous 
issues. 

I have written at some length before 
about Renata Tebaldi and Victoria de los 
Angeles in the part of Butterfly and now, 
having heard Maria Callas and compared 
her rendering with theirs my final impres- 
sion, which involves no great powers of 
perception, is that Tebaldi is throughout 
wholly in the skin of the part and in it gives 
her finest performance on disc. She alone 
can open out her voice to its fullest extent 
without loss of quality, can command a 
most lovely mezza-voce—the high B at the 
end of the lullaby in Act 3, for example— 
and can the most poignantly work on our 
emotions. The only thing in her perform- 
ance I regret are the stagey outbursts of 
laughter, of which there are three too many. 
Tebaldi sounds, admittedly, mature and 
Victoria de los Angeles is certainly more of 
the “little child wife”? and conveys 
greater charm. But her beautifully sung 
performance, most moving where the child 
is concerned, never really touched me 
deeply. It seems incredible that she should 
not have been able to put more into the 
anguished words in the last act, ‘* Tutto é 
morto per me! tutto é finito! ah!”. 
The way Tebaldi and Callas enunciate 
that “‘ ah” pierces the heart. 

Callas gives consistently the best sung 
performance I have heard from her. At 
her entrance she takes the optional top 
D flat and the voice develops that slow beat 
sometimes noticed elsewhere: but this 
happens on no other occasion and she can, 
like Tebaldi, give a cutting edge to her tone 
when that is dramatically called for. 

There are some points that Callas misses. 

Tebaldi’s singing of “‘ Dolce notte! quante 
stelle!” brings the scented, starlit night 
before us, but Callas puts nothing behind it 
at all and she is, for a moment, as casual in 
“Un bel di”, at “ Chi sara” etc. Such 
moments are, however, few and the only 
other one worth mentioning is when the 
canon is fired and she, like Los Angeles, 
gives no hint of what that means to her. 
Tebaldi alone registers, as she quits the 
high G sharp, the unbearable tension of that 
moment. 
. Callas’s singing of ‘‘ Che tua madre”, 
with the cry “ Ah! morta” at the end, is 
magnificent, and so is her outburst of joy 
and faith after the canon is heard. It is 
wonderful, in contrast to these great 
outbursts, to hear how she whitens her tone 
to suggest the youth of Butterfly. 

The death scene is tremendous, a 
generous outpouring of tone equalled only 
by Tebaldi, and as the opera ends one is 
filled with the sense of having heard a great 
performance of the part. 

Erede gives the most sensitive (and 
sensuous) performance of the orchestral 
part, Gavazzeni the least sympathetic—his 
tempos are also sometimes too quick—but 
Karajan, in a wholly sympathetic rendering, 
brings out more of the detail of the score 
than I have ever heard before, in which he 
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RICHARD STRAUSS 
Der Rosenkavalier 


* Decca have issued an illustrated introduction to their complete record- 





ing (every bar is here) of Der Rosenkavalier, which ends with a paragraph 
that even the most cynical reader of manufacturers’ publicity, once he 
has heard the recording, will have to agree is the whole truth and nothing 
but the truth! . . . after all I have written tke reader can be in no doubt 
that Decca’s Rosenkavalier is indeed a superlative issue.’ 

(A.R.—‘The Gramophone’, Oct., 1954) 


Hilde Gueden, Sena Jurinac, 
Maria Reining, Ludwig Weber 
and supporting cast with 
The Vienna State Opera Chorus and 
The Vienna Philharmonic Orchestra 
conducted by Erich Kleiber 
LXT 2954-7 


Libretto with literal English line-by-line translation and thematic guide: 
4/6 (postage 3d. extra) 


THE DECCA RECORD COMPANY LIMITED, 
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It would take rather a long time to count up just how many 
complete opera recordings Decca has issued since introducing 
L.P. to England five-and-a-half years ago. But we can say 
without fear of contradiction that, without neglecting 

any other sort of music, we have made complete operas 
something of a spécialité de la maison Decca. And among this 
extensive operatic repertoire, surely two of the most 


important recordings are those conducted by 


ED ik 
ERICH KLEIBER 


who records exclusively on 


MOZART 
Le Nozze Di Figaro 
(The Marriage of Figaro) 

‘Figaro is at the heart of all love of music and of opera... With the 
meaningful recitative, steady “‘level’’ of the recording, beautiful silent 
surface and clear balance even in the thickest ensembles, a truly engulfing 
experience of this opera of operas is imparted. High comedy in 
marvellous music—on a plate. One can only advise: take it!”’ 
(P.H..W/.—‘The Gramophone’, Nov., 1955) 


Lisa della Casa, Suzanne Danco, 
Hilde Gueden, Alfred Poell, Cesare Siepi 
and supporting cast with 
The Vienna State Opera Chorus and 
The Vienna Philharmonic Orchestra 
conducted by Erich Kleiber 
LXT 5088-91 


Please see page 1 of this issue, which carries details of the new complete 


Decca-group catalogue of microgroove records. This naturally gives 
full details of all operatic recordings issued to date on Decca long 
playing full frequency range records. 
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Frequency Modulation 
at its brilliant best 






| Rew | 











Music so clear, so perfectly balanced 
that it sounds as though you were 
actually in the concert hall. Speech, like 
a living voice right there in the room 

. .. that’s the quality you get from the 
new Sobell ‘707’. 

It’s a de luxe auto-radiogram which will 
receive both standard (AM) broadcasts 
and the amazing new Frequency 
Modulation on the VHF band. 


IT SOUNDS SUPERB AND LOOKS 
AS GOOD AS IT SOUNDS 


This magnificent instrument is housed in a full-sized fixed-top cabinet with 
storage space for over 200 records. It is made of selected walnut veneers and 
solid woods, to a design that will take its place with dignity in any home. 


* AM/FM S-valve plus * New style Magic Eye * Magnificent fixed-top 
rectifier, four-wave super- tuning. cabinet. 33” x 38” x 18”. 
het. In-built aerials. 


Storage for over 200 
records. 


3-speed mixer auto- 
changer. 
Dual Crystal pick-up; 
sapphire styli. 

* 10” High-flux, ellip- 
tical speaker. 





(TAX PAID) 
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1 POST THIS TODAY Please send me free illustrated booklet of the | 
I Block capitals please  Sobell Model ‘707 
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To RADIO & ALLIED INDUSTRIES LTD., Dept.GRA, 
Langley Park, Slough, Bucks. 
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is aided by the clearest and most vivid of the 
three recordings. The Decca set has, 
unfortunately, a rather blurred orchestral 
part. The entrance of Butterfly is better 
engineered than in the H.M.V. set, in that 
she does appear to be coming nearer all the 
time and not suddenly. 


There is a regrettable crash, after Sharpless 
hints that Pinkerton may never return, which 
sounds as if all the tea-trays in Japan had 
been dropped: and there are moments when 
the orchestral tone is rather coarse. Though 
both recordings were made in the Rome 
Opera House, the H.M.V. acoustic is 
slightly more spacious than the Columbia. 
Between sides 2 and 3 the break comes at 
an awkward moment, just before Butterfly 
runs out to get her child, and so the 
dramatic force of her cry “Ah! m’ha 
scordata” is dissipated by the ending of 
the side. But these are minor faults in view 
of the general excellence of this most 
interesting and in very many ways splendid 
issue. A.R. 


PUCCINI. Turandot. 
Princess Turandot Inge Borkh (sop.) 
The Emperor Altoum 
Gaetano Fanelli (ten.) 

Nicola Zaccaria (bass) 

Mario del Monaco (ten.) 
Renata Tebaldi (sop.) 
Fernando Corena (bdss) 
Pang Mario Carlin (ten.) 
Pong Renato Ercolani (ten.) 
A Mandarin  Ezio Giordano (bass) 
Chorus and Orchestra of 
L’Accademia di Santa 
Rome, conducted by Alberto Erede. 
Decca LXT5128-30 (three 12 in., 
£5 18s. 10}d.). 

This is the first LP Turandot and on that 
score alone it is sure of a welcome. The 
opera has its detractors and it is true that 
the lack of the great climactic duet which 
Puccini was known to have in mind for the 
last scene (before the throat operation 
which took him away from the writing of 
music, and the loving of life, for ever) does 
mean that a feeling of maimed rites is 
imparted. Alfano’s tactful drawing together 
of the cut strands cannot conceal the fact 
that the opera peters out and indeed, after 
Lit’s death, “‘ means” very little. The 
music of the three ministers is often ravish- 
ing; at least two of the choruses are 
wonderful; both Lit’s songs and the 
tenor’s exhortation to her not to weep (a 
tenor solo interspersed with comment by 
Lit and old Daddy Timur) and of course 
“Nessun dorma ”—these need no recom- 
mendation from me; they are among the 
loveliest things in all Italian opera. I 
mention them to assert that I am a devout 
lover of Puccini. For I now have to say 
some disobliging things about the perform- 


ance, 


Timur 
Calaf 
Lit 
Ping 


As a recording it is very passable indeed, 
though the great choral climax to Act 2, 
Scene 2, coming at the end of Decca’s side 4, 
shows some deterioration. The tenor often 
sounds too close to us and the Princess 
herself is sometimes here, sometimes right 
over there, but generally the engineering is 
competent enough. 


The GRAMOPHONE 


The chorus sings well; the orchestral 
detail comes through clearly, though the 
three great whacks on the gong might hit 
us a little harder ; and in the scene of the 
masks Corena as Ping contributes a lovely 
little vignette—the bit about the bamboo 
house. But it is rather surprising that 
Tebaldi does not get more out of Liu’s 
pathos. The conductor, too, seems a 
fraction bored with it. Tebaldi holds her 
last notes steady, though not morendo, which 
is more than most Lis seem able to do, but 
considering how touching this singer made 
Butterfly, I was disappointed by the com- 
paratively ordinary way she sings “‘ Tu che 
di gelo ’’, after all, Lit’s swan song. When 
the chorus comes in with cries of “‘ Infame, 
infame ”’ they indeed do sound moved ; so 
to do him justice does Del Monaco. But 
not me! 


Del Monaco is of course very impressive 
in some places: the sheer vigour and ring 
of his voice strike in magnificently some- 
times against the web of mysterious choral 
sound. Loudness in a Calaf is much, let us 
admit frankly. All the same, the part 
allows for much finer-grained singing than 
this—even an occasional veiled note, a hint 
of the mysterious (and the whole point is 
that he is a mystery to the Pekinese people 
and their princess) would be so welcome. 
The best and the worst of him is in “ Nessun 
dorma,”’ which is heroic and would rouse a 
whole regiment from bed, but is not too 
well managed dynamically. A very good 
performance of this aria should approach 
that thrilling climax with the caution of a 
cat: all too easy to misfire by bawling the 
wrong note, with the aria going off at half 
cock like a pistol in a melodrama. If you 
mean to do an all-out version, for the 
gallery’s benefit, then you had better 
calculate it as tellingly as Valente did on 
that famous H.M.V. a quarter of a century 
back. If “‘ art’? comes into it, then there 
are models in Gigli, Cortis and Bjérling. 

Since we are making odious comparisons, 
those who knew Eva Turner’s Columbia 
ten-inch of the Princess’s great address will 
not so much admire Fraulein Borkh’s 
stirling effort. Miss Turner’s was of course 
unmatchable in its pressure of excitement, 
and steel girder strength of note after note 
in the compass. This account is con- 
scientiously “* acted ” in good Italian—hear 
the colouring of the words “la sua fresca 
morte’ in the narrative part—but the 
singing is not really heroic, it sounds a 
strain and a labour. Still it is brought off— 
with a breath, by the way, after (and at 
least not before) that fearsome B, the 
“Ah” in “Mai nessun m’avra, Ah 
rinasce ” (where our national Eva, so to 
say, went round the bend in one of the 
most staggering bits of singing I ever heard 
in my life). This Turandot keeps at it 
and makes a goodish effect by the end, but 
she begins to sing better once it is over ; 
which is so natural, but so annoying. 
Clearly the Princess is musical but not often 
thrilling or really characteristic, as one 
might suppose Callas would be. The 
Timur and the Pang and the Pong (as well 
as the fine Ping mentioned) are good and 
there is no serious flaw. 
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On the whole, then, a_ performance 
soundly enough captured, which one would 
not disdain, rather applaud loudly in the 
opera house ; but not quite the definitive, 
ultra sensuous, overwhelming performance 
one would have liked—for keeps. P.H.-W 


PUCCINI. Tu, tu, amore from “‘ Manon 
Lescaut ”’, Act 2. 

VERDI. Pur ti riveggo (Act 3) ; La fatal 
pietra—O terra addio (Act 4) from 
“Aida”. Gia nella notte densa 
(Act 1) ; Dio ti giocondi (Act 3) from 
“Otello”. Renata Tebaldi (soprano). 
Mario del Monaco (tenor). Orch- 
estra of the Accademia di Santa 
Cecilia, Rome conducted by Alberto 
Erede and Francesco Molinari 
Pradelli. Decca LXT5067 (12 in., 
39s. 74d.). 

These are the plums extracted from 
Decca’s complete operas with these singers 
in the leading roles. Where the great Otello 
duets are concerned, I have now to say 
roundly that Philips’s potting—with Steber 
and Vinay—is more satisfying from a 
musicianly point of view than these offerings, 
though there is much that is stirring about 
Del Monaco’s Moor, and Tebaldi is a 
lovely singer in many ways. But the 
conductor on the Philips (Fausto Cleva) is 
just that fraction better, and Vinay is more 
intelligent gua actor. 

In the Aida duets, Tebaldi sings like an 
angel: as Radames Del Monaco is appro- 
priately virile and urgent and not at all bad 
in the Nile scene, but apt to be coarse and 
insensitive during the wonderful Farewell 
to Earth scene in the tomb. He gets his 
notes, and the hearer is relieved: but all 
too many sound effortful and musically 
(not tonally) coarse. Martinelli and 
Ponselle set a very high standard there. 
And Gigli, though uncertain in style, had 
lovely quality ; in not thinking Del Monaco 
perfect, I am not forgetting to ask myself 
if I know any Italian tenor today who 
could do it better or indeed as well. 

There is now no rival for the scrumptious 
Manon Lescaut duet. This pair goes at it 
with a curiously factitious sort of passion, 
as if they knew it too well, Tebaldi 
especially seems to me to miss something 
of Manon’s fragility and wistful, seductive 
appeal: it is sumptuous vocalisation, and 
in Giordano would be perfect, but I heard 
in the old Valente-Lattuada disc more of 
the genuine Puccinian feeling. Welcome 
all the same. P.H.-W. 


RIMSKY-KORSAKOV. Oh! vain 
illusion of glory and eur 
from “ The Legend of the Invisible 
City of Kitezh ”’, Act 3. 

TCHAIKOVSKY. Everyone knows love 
on earth from “ Eugene Onegin ”’, 
Act 3. Boris Christoff (bass), 
Philharmonia Orchestra conducted 
by Wilhelm Schiichter. H.M.V. 
DB21626 (12 in., gs. 5d.). 

See under Mozart, ‘‘ Madamina” as 
sung by Christoff for some observations on 
the pleasure which a finely made 78 still 
procures for us in these LP days. Christoff 
and the Philharmonia were in good form 
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when these recordings were made and the 
H.M.V. engineers too. The long apostrophe 
from Kitezh is a gain to the catalogue and 
most attractive. We have also long been 
wanting an account of Prince Gremin’s 
song in the ball scene of Onegin, and this 
seems unlikely to be superseded for some 
while, though I admit that one gets a little 
tired of it the second time round. Christoff, 
be it noted, sings it in Russian, so we are 
deprived of Edward Dent’s ‘“ Onegin, 
I should not be hu-man, if I did not adore 
this woo-man ”’. A dignified record which 
admirers of Christoff will not overlook. 
P.H.-W. 


SULLIVAN. H.M.S. Pinafore. 

The Rt. Hon. Sir Joseph Porter, K.C.B. 
Henry A. Lytton 
Captain Corcoran George Baker 
Ralph Rackstraw Charles Goulding 
Dick Deadeye Darrell Fancourt 
Boatswain Sydney Granville 
Boatswain’s Mate Stuart Robertson 
Josephine Elsie Griffin 
Hebe Nellie Briercliffe 
Mrs Cripps (Little Buttercup) 
Bertha Lewis 
Chorus and Symphony Orchestra 
conducted by Sir Malcolm Sargent. 
Recorded under the supervision of 
Rupert D’Oyly Carte, February, 
March and June, 1930. 

D’Oyly Carte Opera Co. 


SULLIVAN. Trial by Jury. 
The Learned Judge Leo Sheffield 
The Plaintiff Winifred Lawson 
The Defendant Derek Oldham 
Counsel for the Plaintiff 
Arthur Hosking 
Usher George Baker 
Chorus and Orchestra. Recorded 
under the supervision of Rupert 
D’Oyly Carte, September, 1927. 
H.M.V. ALP1293-4 (two 12 in., 
79s. 3d.). . 
D'Oyly Carte Opera Co. (11/50) LK4001 
In 1939, before Edinburgh and many of 
our other European festivals were ever 
contemplated, London staged what was 
probably the most all-embracing music 
festival of all time. Anyone who cares to 
turn up the programme book will realise 
that post-war Edinburgh is almost provincial 
by comparison. After everything had gone 
to press it was realised that Sullivan’s name 
was missing, and a concert was hastily 
improvised to do honour to this master of 
the English lyric theatre. Sir Malcolm 
Sargent conducted the Boyd Neel Orchestra, 
and Irene Eisinger and George Baker sang. 
The concert was given at Lancaster House, 
which then housed the London Museum, 
and it was historic in that George Baker 
sang the composer’s three great patter songs 
in succession. I recall this occasion because 
it is the name of George Baker that will be 
the deciding factor for many people in the 
choice of the old or the new recordings of 
Pinafore and The Trial. Pinafore is historic- 
ally important. During its initial run the 
theatre was raided by a gang of toughs at 
the instigation of D’Oyly Carte’s fellow- 
directors, its music was introduced to the 
Promenade Concerts by the composer, who 
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was the Prom conductor of the period and 
who thus anticipated Sir Malcolm Sargent’s 
1955 concert by 77 years, and it swept the 
United States in pirated versions, thus 
hastening the day of international copyright. 
** At present ’’, wrote one American journ- 
alist, “there are 42 companies playing 
Pinafore. Companies formed after 6 p.m. 
yesterday are not included ”’. To this day, 
it is the most popular of the series in that 
country, though it rates low in the land of 
its birth. The old H.M.V. recording comes 
up surprisingly well. The initial drum-roll 
is evidence of the remarkable quality of the 
recording. It has the benefit of Sir Malcolm’s 
direction, and since Sullivan maddeningly 
uses the reprise in this work, the conductor’s 
reputation for brisk time is valuable. There 
are no textual differences, except for a burst 
of laughter in the first Act finale. If you like 
Lytton’s First Lord this is your set, but the 
very qualities that made Lytton a superlative 
Ko-Ko militate, for me, against his portrayal 
of Sir Joseph Porter, K.C.B. (the honour 
must always be quoted !). This role must 
have an aristocratic quality, however mock, 
and it is this that lifts Martyn Green’s First 
Lord (as it does his Major-General) into 
the top flight, and those who agree with 
that view will have no difficulty in choosing 
the Decca. 

Before leaving Pinafore, a word about the 
Overture. It is not surprising that nobody 
knows whether Beethoven wrote the Jena 
Symphony, to go no further back, when the 
authorship of Sullivan’s overtures is in 
dispute. Old readers will remember the 
correspondence over Geoffrey Toye’s re- 
furbishing of Ruddigore, and apart from the 
symphonic overtures which Sullivan wrote 
for Iolanthe and The Yeomen, it seems unlikely 
whether the authorship of the remainder 
will ever be cleared up. In a brilliant éssay 
(** Gilbert and Sullivan ” in the World of 
Music series published by Max Parrish and 
Company Ltd.), Arthur Jacobs points out 
that the 64-bar prelude which leads straight 
into the opening chorus is undoubtedly 
Sullivan’s own, but that what we now hear 
as the Overture (recorded in both sets) was 
probably written by an assistant. 

The old Trial, dating from 1927, is a gem 
and carries Leo Sheffield’s superb Judge. 
Acting with the voice is important in opera, 
and even more so in recorded opera, and 
if Sheffield was a natural comedian 
rather than a singer his interpretation of 
this part can seldom have been equalled. 
George Baker’s Usher is unique. I am not 
suggesting that a recorded opera is worth 
buying on the strength of one word, but 
Mr. Baker’s second cry of “‘ Angelina ”’ is 
almost worth the money, and it is wonderful 
to have this available again. So far as I 
know, Mr. Baker has never been on the 
stage, but his recorded performances were 
always distinguished, and he is perhaps the 
greatest patter singer who has ever lived ; 
it is doubtful if his records of the songs 
mentioned earlier in this notice will be 
surpassed. The Decca Trial is admirable as 
a performance, but Sheffield and Baker add 
something to the old set that is inimitable. 
To sum up: if you want these two operas, 
and bearing in mind the price, you should 
be well satisfied with the H.M.V. set. If 
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you only need one, you should consider tiie 
more recent and technically superior Decc .:, 
and particularly for Pinafore with its magii- 
ficent First Lord. R.W. 


STRAUSS, JOH. Ja, das Schreiben uid 
das Lesen from “ts Zigeuner- 

baron”. Ach, wie sv herrlich; 
Komm/’in die Gondel from “ Eine 
Nacht in Venedig”. Erich Kunz 
(baritone), Wiener Volksopern 
Orchestra conducted by Anton 
Paulik. Nur fiir Natur from ‘“ Der 
lustige Krieg”. Erich Kunz (bari- 
tone), Vienna Philharmonic 
Orchestra conducted by Rudolf 
Moralt. Columbia SEB3507 (7 in., 
11s. 14d.). 

These bon-bons make up in 7-inch 
packets of four very pleasantly. Erich Kunz 
knows how to do them without overdoing 
the schmalz. He has already made famous 
accounts of the two numbers from A Night 
in Venice; the so-called Lagoon Waltz 
(“Ach wie so herrlich”’) is properly the 
baritone’s song, but really the invitation to 
the gondola trip is the duke’s and sounds 
better for the tenor (Gedda sings it in the 
complete recording and Kunz has to step 
down). The Gypsy Baron and Merry War 
choices are less immediately delightful 
but grow on you, as they are meant to. 

P.H.-W. 


VERDI. La Forza del Destino. 
Il Marchese di Calatrava 
Silvio Maionica (bass) 
Donna Leonora 
Renata Tebaldi (sop.) 
Don Carlo di Vargos 
Ettore Bastianini (bar.) 
Don Alvaro Mario del Monaco (ten.) 
Preziosilla 
Giulietta Simionato (mezzo-sop.) 
Fra Melitone 
Fernando Corena (bass) 
Curra Gabriella Carturan (sop.) 
Maestro Trabuco 
Piero di Palma (ten.) 
Eraldo Coda (bass) 
Ezio Giordano (bass) 


Un Chirurgo 
Un Alcade 
Padre Guardiano Cesare Siepi (bass) 


Chorus and Orchestra of 
L’Accademia di Santa Cecilia, 
Rome, conducted by Francesco 
Molinari Pradelli. Decca LXT 
5131-4 (four 12in., £7 18s. 6d.). 
Serafin (6/55) 33CX1258-60 
This second LP forza is a most beautiful 
job of recording—as one can discover at 
once by playing the battle music on side 
five. The trumpet calls, the off-stage 
choir, the héctoring, agitated warrior pair, 
tenor and baritone, in the foreground— 
this and many other scenes are captured 
with the greatest veracity. The recording 
is immensely full and loud without any 
loss of quality and in itself is highly wel- 
come—all the more because this opera 
strikes me as a work which is possibly 
more satisfying on the gramophone than 
it often is in the flesh (its defect—that it 
falls to bits dramatically in the theatre—- 
does not affect a recording). 
But recording is only half the story. 
What of the performance, keeping in mind 
some other versions ? Here, I am afraid, 
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reservations have to be made, though 
I think it is unfair to test a complete 
version by the standards obtaining in 
isolated numbers recorded over the years 
by stars of the very greatest magnitude. 
What I mean by that is: I refuse to 
“shoot down ” the present singers if at all 
points they fail to reach a Caruso, Ponselle 
or Amato level. Of course the very greatest 
artists picked from half a century did some 
things better than it would be reasonable 
to expect in these circumstances. Actually, 
the point of most difference with Columbia’s 
version is not so much that this takes eight 
sides to Columbia’s six (meaning more 
money, fewer cuts and also less groove 
crowding) but the chief difference is in the 
conducting. Columbia’s veteran Serafin is 
sometimes apt to go too slow to my way of 
thinking, but he does rise to the more 
majestic and sweeping passages with great 
authority ; and that is the quality I miss 
in Molinari-Pradelli. To be sure, he takes 
the battle scenes and the crowd scenes with 
spirit, and he is capable of clinching the 
dramatic situation as in those wonderful 
chords, topped by the horrified clarinet, 
while Leonora is off-stage in the last scene 
receiving her death wound, but very often 
he does not seem to me to give Verdi’s 
orchestral key-figures enough significance. 
I don’t ask that every one of them should 
be made a stabbing, stinging agent in the 
drama (rather as Toscanini makes them) 
but for instance in the great quarrel duet 
for the tenor and the baritone “ Le 
minaccie, i fieri momenti”’, the orchestra 
makes too subdued a dramatic contribu- 
tion. This conductor, in short, does not 
“brace”? the music: he is sure and 
steady and I can see why singers love work- 
ing with him because he never harries 
them. But I think he should have made 
his will felt a little more in Forza, say if 
only to save Tebaldi from spoiling a finely 
drawn “ Pace, Pace”’ with a penultimate 
triplet which is not a triplet, but a threefold 
“Ha”. I think she would have sung 
the whole aria better with a sterner musician 
at her heels. 

However, I don’t want to give the 
impression that the conductor lets the 
score down at any point seriously—only 
that either Serafin’s way (or De Sabata’s 
or Toscanini’s) is rather missed sometimes. 

The recording of the monastery scene 
from “ I] santo speco” onwards is so 
spacious and realistic you may well feel 
that the quality of the recording is what 
would influence you rather than the 
musical nuance as between one set and 
another. When it comes to the cast, too, 
there is much talent to admire: take the 
lesser parts first. This Preziosilla is much 
more the right thing than Columbia’s and 
so is the Melitone which Corena relishes, 
especially the mock sermon. 

Siepi as the Padre Guardiano sounds 
very magnificent indeed, for instance in 
the last trio where he enters at ‘“‘ Non 
imprecare ”, etc. but on Columbia, Rossi 
Lemeni plus the conductor Serafin seemed 
to me to get a fraction more dramatic 
feeling out of the abbot’s music than Siepi 
does. His words are strong and good, as 
are those of most of the men except in the 
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choral part of “ La vergine degli angeli ”’, 
where one can’t hear what words are being 
sung. 

To my mind, Columbia’s Richard 
Tucker was a more enjoyable Don Alvaro 
than Mario Del Monaco, though the 
latter does some magnificent things—the 
terrific B in the aforementioned battle 
scene and the sheer animal thrill of some of 
his acuti. He sings with great generosity, 
but not much subtlety; where Verdi 
clearly marks alternations of, say, rage and 
restraint, this tenor is apt to sing through 
both with the same ringing timbre. He 
makes a genuine effort to lighten his voice, 
however, and actually to produce a sort of 
diminuendo on “segno” in the initial 
phrase of the solo ‘‘ Tu che in segno dei 
angeli” . . . but how the voice deteriorates 
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Gramophone” would make : 


in quality unless under full pressure is 
only too obvious in some phrases in the 
popular duet ‘‘Solenne in quest’ ora”’, 
i.e. at the passage marked morendo by 
Verdi, where at the words. . . “* un mistero, 
che meco mora ” (“a secret which will die 
with me ”’) Alvaro comes down to E flat. 
I am not going to pick holes. Del Monaco 
is not Martinelli, but he makes a brave and 
vivid Don Alvaro for those who do not look 
for perfection in details such as the way 
Martinelli sang, as an “‘ aside ’’, the words 
** Assitimi, signor”’ in the duet “ Invan, 
Alvaro” which would have done justice 
to the subtleties of a song by Hugo Wolf. 
Del Monaco’s words as ever are very clear 
—for instance the cry of ‘‘ Un reprobo ” in 
the last heart-searching trio. 

The baritone is new to me, and a mighty 
voice it seems to be, and though rough in 
places, so uninhibited and exciting in the 
last part of the “‘ Urna fatale” scene that 
one is prepared to overlook some really 
coarse singing (not wholly out of character, 
really). Like Del Monaco, for whom he is 
a match in volume, he goes at the music 
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like a bull at a gate and the result is nearly 
always rousing. It is only in sustained 
cantabile that the defects of such singing 
show, but this Don Carlo di Vargos cer- 
tainly makes his presence felt. 

And Leonora ? Tebaldi has sung better, 
no doubt of it, though the effect of tired- 
ness, which I thought I noticed first time 
through, must have been a subjective 
reaction on my part, for the actual vocalisa- 
tion very seldom falls below a certain good 
standard and not only in attacking high 
B flat dead in tune or moulding a phrase 
with a beautiful flexible “‘ line ’’, she shows 
herself mistress of the role. Callas, you 
may recall, on Celumbia, did some 
electrifying things and seemed to be 
“living the role” more intensely in 
the monastry scene but was again less 
reliable (edgey, even sharp once and 
unable to keep the beat out of her notes 
above the stave). Tebaldi never lets you 
down, but there is a certain lack of 
imaginative glow. Nor does the actual 
quality sound quite her best: it is less 
silky than the quality of the very beautiful 
snippets of Forza by Milanov on H.M.V. 
I was a shade disappointed with ‘La 
Vergine degli angeli”, to which Jurinac 
at Edinburgh this year brought such a 
luminous piety and grace. And _ the 
anguish of “‘ Madre pietosa vergine ”’, too 
(the earlier prayer), has been more vividly 
captured ; the soaring repetitions of ‘‘ Non 
mi lasciar ’’ show some strain, nor is the 
subsequent colloquy with the abbot quite 
up to Tebaldi’s best in her Aida, for 
instance. 

In sum, then, a superb recording and a 
true account of a grand work, but with 
reservations about the singing of some of it. 

P.H.-W. 

WAGNER. Das siisse Lied verhallt 
from “‘ Lohengrin”, Act 3, Scene 2. 
Kirsten Flagstad (soprano), Lauritz 
Melchoir (tenor), R.C.A. Victor 
Symphony Orchestra conducted by 
Edwin McArthur. Dies Alles hab’ 
ich nun getraumt ? from ‘“‘Parsifal”’, 
Act 2. Kirsten Flagstad (soprano), 
Lauritz Melchoir (tenor), Gordon 
Dilworth (baritone), R.C.A. Victor 
Symphony Orchestra conducted by 
Edwin McArthur. H.M.V.ALP1276 
(12 in., 39s. 74d.). 

Nothing is to be expected from this disc 
in the way of distinguished orchestral play- 
ing and the balance is not good even for 
1940, when these extracts were recorded, 
but the issue is eminently worth while for 
the beauty and artistry of the singing. 

In her autobiography Madame Flagstad 
tells us that Lohengrin was her first opera 
score. It was given to her as a present for 
her tenth birthday and she proceeded to 
memorise the whole role of Elsa by singing 
and playing it by herself: and it was at her 
first performance in the part that her future 
husband saw and fell in love with her. 

The extract recorded begins immediately 
after the bridal chorus and ends with the 
killing of Frederick. There is one cut of 
about thirty bars. 

One is struck with the variety of expression 
Melchior puts into his part compared with 
what we most often hear to-day and from 
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Flagstad we get, of course, glorious freshness 
of voice and certainty of attack. 

Melchior again shows his sterling qualities 
in the long extract from Parsifal which 
begins with the disappearance of the Flower 
Maidens and continues right up to the end 
of the act. This must be one of the longest 
sides ever recorded on disc—it lasts 
thirty-two minutes and the quality is well 
maintained. 

Flagstad is not so well cast as Kundry for 
there is little of the seductress in her im- 
personation—the Herzeleide is ineffective— 
but the angrier she gets later in the scene, 
the more convincing she is : and her singing 
of the passage describing Kundry’s mocking 
of the crucified Saviour is both moving and 
thrilling. 

There are some pre-echoes on this side 
and the surfaces on both sides are a little 
obtrusive but, given the inadequacy of the 
orchestral part—much more noticeable, of 
course, in the Parsifal extract—there is 
much here to treasure. ALR. 


WAGNER. Der Fliegende Hollander. 
Daland Josef Greindl (bass) 
Senta Annelies Kupper (sop.) 
Eric Wolfgang Windgassen (ten.) 
Mary Sieglinde Wagner (con.) 


Der Steuermann 
Ernst Hafliger (ten.) 
Der Hollander 
Josef Metternich (bar.) 
RIAS Kammerchor, RIAS Sym- 
phony Orchestra, Berlin, conducted 


by Ferenc Fricsay. D.G.G. DGM 
18063-5 (three 12 in., 118s. 8}d.). 

How can one possibly recommend a 
Flying Dutchman set in which Senta’s ballad 
is so placed that one has to change records, 
not merely in the middle of it, but just as 
the climax is coming up! What on earth.is 
the whole Long-Playing Revolution for, if 
it is not to avoid this kind of thing ? When 
the gramophone clicked to a close on the 
unresolved chord of the chorus, I simply 
couldn’t believe my ears—from a German 
firm, too! May we look forward to (say) a 
pressing of our National Anthem, ending 
on one side with the words “long to 
reign ” and continuing on the next side 
** over us ”’, etc. ? 

This seems to me a fatal flaw in a work 
which is nothing if not a work of atmosphere, 
where you must try to believe uninter- 
ruptedly in the story. But if you are 
prepared to think it only a detail, I have 
further to add the discouraging news that 
Annalies Kupper, an artist who has some 
fine qualities, hardly succeeds in shaping a 
single one of Senta’s characteristic phrases 
without an insecure waver or downright 
wobbling. A great pity: especially as the 
rest of the cast has much to recommend it, 
and the RIAS orchestra and chorus are 
first-rate. 

Windgassen’s small contributions are 
very pleasing, a German tenor singing, 
quite freely, and neither howling nor 
barking. Greindl, an old friend, is not as 
steady as the ideal, but very serviceable 
and well “in character”, and Sieglinde 
Wagner doing excellently as Mary. The 
Dutchman himself, Metternich, we have 
heard and seen in London, where he 
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presented a convincing portrayal of the 
tormented hero. I think a slightly deeper 
and darker voice would be welcome on disc 
alone ; and he does not somehow convey 
all the anguish of his plight in the great 
monologue “ Die Frist ist um ”’, not com- 
parably to such singers as Sigurd Bjérling, 
for instance. But he neither scoops nor 
drags and these are virtues. The conductor 
gets great dash and response from his fine 
players and the recording, as so often with 
this company, is splendid. But I will never 
condone the cutting up of music as practised 
here. P.H.-W. 


OPERATIC RECITAL. Romanza; Una 
furtiva lagrima from “ L’Elisir 
d’Amore ”’, Act II (Donizetti) sung by 
Arne Hendriksen(tenor). Aria: Vissi 
d’arte, vissi d’amore from ‘“‘ Tosca’’, 
Act II (Puccini) sung by Aase Nordmo- 
Liévberg (soprano). Recitative and 
Aria: Tutto é disposto from “ Le 
Nozze di Figaro, Act [V (Mozart) sung 
by Erik Saeden (baritone). Seguedille: 
Prés des remparts de Seville from 
“Carmen”, Act I (Bizet) sung by 
Kjerstin Meyer (alto). Aria: Jeder 
der verliebt from ‘ Die verkaufte 
Braut ’’, Act II (Smetana) sung by 
Joel Berglund (baritone). Cavatina : 
Una voce poco fa from “ I] Barbiere 
di Siviglia’, Act I (Rossini) sung by 
Margareta Hallin-Bostrém (sop- 
rano). Dich teure Halle griiss ich 
wieder from ‘ Tannhauser ’’, Act II 
(Wagner), sung by Birgit Nilsson 
(soprano). Aria : Recondita armonia 
di bellezze diverse from ‘“ Tosca’”’, 
Act I (Puccini) sung by Gésta 
Bjorling (tenor). Aria: Amour 
viens aider ma faiblesse from 
*“Samson et Delila”’, Act II (Saint- 
Saéns) sung by Bette Bjérling (alto). 
Aria: Cortigiani, vil razza dannata 
from ‘“‘ Rigoletto ”’, Act II (Verdi) 
sung by Hugo Hasslo (baritone). 
Scena ed Aria: Ah fors e lui che 
Panima from “ La Traviata’, Act I 
(Verdi) sung by Hjérdis Schymberg 
(soprano). Royal Orchestra Stock- 
holm conducted by Sixten Ehrling. 
H.M.V. ALPC1 (12 in., 39s. 74d.). 
Available only to Special Order. 

An anthology of stars and plums from the 
Stockholm Royal Opera. This house is an 
ancient and noble institution (it was the 
real scene of the assassination of Gustavus, 
who became the Riccardo of Verdi’s 
Un ballo in maschera) and many fine per- 
formances are to be heard within its walls. 
Outside them you will see rather puzzling 
posters: Figaro’s Brollop and Simson och 
Delila may be understandable enough ; but 
what, one wonders, can Den Vilseforda be ? 
She turns out to be Traviata! Nearly all 
parts seem to be taken by singers called 
Bjérling, which seems nearly as frequent 
there as Evans is on our stages. Gésta 
Bjérling is not to be confused with Jussi; he 
is a lyric rather than a robusto tenor, and 
his singing of Cavaradossi’s first aria is 
splendid. All the excerpts—with the 
exception of The Bartered Bride broker’s 
song, finely done in German by Berglund 
the opera director—are sung in the original 
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language. On the whole the men come bes: 
out of it, though there is nothing to sniff a 
in the whole list. I wish Covent Garden i: 
a similar anthology could be trusted to pu: 
up so good a show. Hjérdis Schymber: 

who did sing Traviata here is not quite at 
her best, but Margareta Hallin-Bostrém -; 
a dazzling Rosina, Birgit Nilsson a sturd 

Elisabeth and the others are pleasantly 
firm-voiced. Eric Saeden’s Figaro, Hug» 
Hasslo’s Rigoletto, and Arne Hendriksen s 
Nemorino are all better than repertory 
average. 

Whether you want this kind of popular 
pot-pourri must be a personal choice: as a 
souvenir, after a trip to Stockholm it would 
be understandable to buy it. But on its 
own—so to speak, cold ? The recording is 
a perfectly safe job ; but the excerpts arc 
topped and tailed rather drastically—for 
instance, Elisabeth’s ‘‘ Greeting” is shorn 
of the orchestral peroration which greatly 
diminishes the excitement of this account 
of the scene as against, say, those by Varnay 
or De Los Angeles. P.H.-W. 


CLASSICAL REISSUES 
Vocal 


It seems clear, from correspondence in 
these pages, that there are numerous people 
who would like to see many old and also 
some not-so-old 78 recordings, now deleted, 
restored to circulation by means of 45 
r.p.m. issues. Of the older discs that one 
would like to be able to buy again the 
number is enormous. Could not the 
Gramophone Company experiment with. 
let us say, a coupling of Melba’s ‘ Caro 
nome” and “Sempre libera”—or if 
Puccini is thought a safer bet, then her 
*O soave fanciulla’” with Caruso and 
Mimi’s Farewell. And what splendid 
things they could do with later issues: 
several Martinelli’s (not an LP recital, but 
non-extended 45s which would allow us 
some choice), the Nile Scene from Aida 
with Ponselle ; an LP, if you like, of the 
Rethberg/Lauri-Volpi/De Luca Aida ex- 
cerpts. How much more enticing this sort 
of thing would be than—to take three 
examples which turn up this month— 
scraps from the complete H.M.V. Rigoletto. 
Faust and Pagliacci recordings, done not 
nearly so well as on many now-deleted 
78s. The Rigoletto (7ER5053) has on one 
side “ Ella mi fu rapita .. . Parmi veder ”’, 
inelegantly sung by Jan Peerce, and does 
not go on, like the parallel Decca MP side 
reviewed last October, with the courtiers’ 
chorus and the cabaletta ‘* Possente amor ”’. 
On the other side Leonard Warren is dull 
in “‘ Povero Rigoletto . . . Cortigiani, vil 
razza ”’. 

The Faust disc (7ER5050) offers excerpts 
from the Garden Scene, starting with 
* Crest ici . . . Salut! demeure ”’, cutting 
at the end of it to “Il était un roi de 
Thulé”, and then cutting again a bit 
(between the sides) on to a sluggish Jewel 
Song. Gedda is a suavely musical Faust : 
Victoria de los Angeles, whatever her sub- 
sequent triumphs in this role may have 
been, suggests to my ears a flirtatious 
widow rather than Marguerite. She is 
much better as Nedda in the Pagliacci love 
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duet, with Robert Merrill a_ splendid 
Silvio ; but the rest of the disc (7ER5055) 
has a “Vesti la giubba” in which 
Bjérling’s voice doesn’t break free of the 
orchestra (Caruso is still available, DB111 
acoustic or DB1802 electrically “‘recreated’’), 
and a (very well recorded) Intermezzo. 

What about a 45 reissue of Eva Turner’s 
Everest-scaling ‘‘In questa reggia”’ from 
Puccini’s Turandot, even though Callas, in 
a performance reissued on Columbia 
SEL1533, sings it excitingly. On the other 
side of this disc the diva moves from 
Turandot to Liu, singing the slave girl’s 
two arias with great pathos and under- 
standing, though not without her usual 
wobbly high notes. 

Another reissue that would be welcome 
here (France has it already) would be 
Ninon Vallin’s Manon recordings. Decca 
have collected, from their complete set of 
the opera, five of Janine Micheau’s pieces, 
on the medium-play LW5204. I didn’t 
care much about the set when it appeared, 
but am pleasantly surprised by this. Mme. 
Micheau’s “ Je suis encore tout étourdie ” 
is really not at all bad, filled with signs that 
she knows just how to do the part, and the 
Ste Sulpice duo, with Libero de Luca a 
full-voiced and lyrical Des Grieux, is also 
jolly to listen to. The other extracts are 
“Voyons, Manon ”’, “ Adieu, notre petite 
table”? and ‘Je marche sur tous les 
chemins ”’ (naturally we must not expect 
a trill to mark the “‘ éclat de rire”’). This 
should lead straight into the Gavotte; in 
the complete set it actually leads, instead, 
into the Fabliau, and on this record into 
a gap from which “ Toi! Vous!” sud- 
denly emerges. The string tone reminds us 
by its buzziness that Manon was one of 
Decca’s earlier issues, and Mme. Micheau’s 
penetrating sibilants suggest that she is 
tather too near the microphone. All the 
same, an enjoyable issue. 

A thoroughly sensible 45, Decca 71093, 
rescues, from two unattractive recital discs 
in which they were formerly embedded, a 
pair of arias which might otherwise have 
languished unbought. They are two 
Rossini buffo airs sung by Fernando 
Corena: ‘A un dottor della mia sorta ” 
from The Barber, and the formerly un- 
recorded “Il mio piano é preparato” 
from La Gazza Ladra. The first was the 
only redeeming feature of a mixed bag to 
which Prandelli, .Spataru, Arié and Ferrari 
all contributed. “The second was partnered 
by Don Pasquale’s and Dr. Dulcamara’s 
more familiar airs, and backed by a dull 
baritone side from Aldo Protti. In “ Il 
mio piano” a Podesta gleefully describes 
his plan for a seduction, imitating in falsetto 
the protests of his victim. 

On Columbia SED5525 Gladys Ripley 
coos in genteel fashion through three of 
Elgar’s Sea Pictures (“‘ In Haven ”’, “‘ Where 
corals lie ” and “‘ The Swimmer ”’), accom- 
panied by the L.S.O. under Weldon. 


Piano 

Under the disagreeable title “‘ Favourite 
Classics for Piano” American Capitol have 
assembled from various Leonard Pennario 
discs what might be described as a House- 
wives’ Choice recital, on Capitol CTL7102. 
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It opens with Chopin’s A flat Polonaise, 
an exhilarating performance, but without 
Rubinstein’s elegance and not very well 
recorded. ‘Then Debussy’s Clair de lune, 
then the brilliant piano version of The 
Blue Danube. Its arranger, Decca labellers 
please note, was the virtuoso pianist Adolf 
Schulz-Evler, one man, not two as you 
always label him. Grove V calls this trans- 
cription, once so memorably recorded by 
Lhevinne, “designed for display and 
without musical quality . . . a meretricious 
encore piece’. Less severe people will 
enjoy Pennario’s performance more in its 
original issue, CCL7514, where it is better 
reproduced than on this reissue, and backed 
by his own “ meretricious ” arrangement 
of the Kaiserwalzer. Then we have two 
well-known Rachmaninov Preludes, the 
C sharp minor and the G minor, then the 
Liebestraum, and finally the Hungarian 
Rhapsody. None of the recording is good. 

Clair de lune turns up again in a little 
Decca 45 aimed at the same sort of market, 
71084. Here it is backed by the “ Rain- 
drop”’ Prelude; the pianist is Friedrich 
Gulda. A more attractive disc is that of 
four Chopin waltzes (Op. 34, No. 2 in 
A minor, Op. 64, No. 1 in D flat, Op. 18 
in E flat, and Op. 70, No. 1 in G flat) 
played by Dinu Lipatti on Columbia 
SEB3506 ; its only drawback is that who- 
ever acquires it will probably want to go 
on to get the whole of Lipatti’s set, on 
33CX1032, which will render the EP 
superfluous. 


Violin and Piano 

Four morsels from Campoli’s ‘‘ Homage 
to Fritz Kreisler”’ (see D.S.’s review last 
March) have been released separately: 
Liebeslied and Liebesfreud on 71076, and 
Caprice Viennois and Tambourin Chinois on 
71092. 

Orchestral 

These are mainly “ popular classics ” 
discs of one sort of another: fragments of 
ballet scores, scraps of suites, etc. All 
records are Columbia except where other- 
wise stated. A sumptuous performance of 
Josef Strauss’s Sphdrenklinge, by the Phil- 
harmonia Orchestra under Kletzki, has as 
coupling the Finale of Tchaikovsky’s 
C major Serenade recorded with a very 
noisy surface (SEL1535). The same 
orchestra and conductor give us the Noc- 
turne (very good horns), Wedding March 
and Dance of the Clowns from Mendels- 
sohn’s Midsummer Night’s Dream Music 
(SEL1534), extracts from a record that has 
been favourably received. Those who 
want Sleeping Beauty scrappets will find the 
Prologue, Lilac Fairy and Rose Adagio in 
a swagger performance by Karajan and 
the Philharmonia on SEL1532. 

More ballet music comes from Marke- 
vitch and the Philharmonia: the Jota, the 
Final Dance, from Falla’s Three Cornered 
Hat, backed by the Danse Russe and Chez 
Petrouchka from Petrouchka (SEL1531). 
Good performances—but who wants to 
buy Stravinsky’s ballet in portions. Marke- 
vitch is also in charge of a disc holding 
Saint-Saéns’s Danse Macabre, Sibelius’s 
Valse Triste and the Dance of the Sylphs 
from Berlioz’s Faust (SEL1539). The 
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market never seems to get glutted with 
these things. Half of Elgar’s Nursery Suite 
finds it way on to SED5527 (The Sad Doll, 
The Wagon (passes), The Merry Doll and 
Dreaming-Envoi), played by the L.S.O. 
under Lawrance Collingwood. And there 
are poorly recorded performances of the 
Intermezzo and Alla marcia from Sibelius’s 
Karelia Suite on Decca 71089 (Danish Radio 
Orchestra under Thomas Jensen). 

More recommendable than any of these 
is a coupling of the Overtures to Bellini’s 
Norma and Verdi’s La Forza del Destino, 
from the complete Scala recordings 
(SEL1536). The Bellini in particular is a 
piece to have, if one cannot run to the 
complete Norma. Splendid conducting 
from the veteran Serafin, magnificent 
playing from the Scala orchestra, and fine 
recording. 





REVISED RECORD PRICES 


As a result of the Chancellor’s Autumn Budget 
an increase of 10% has been made on the 
Purchase Tax chargeable against Gramophone 
Records. Thus, the figure now stands at 60%, 
of the wholesale price. At the same time 
several of the manufacturers have taken this 
opportunity of making a slight increase in the 
basic price of the records. 

The figures given below are intended for use 
primarily with the price tables given in the 
Classical LP and Popular Record Catalogues. 

Old New 
36s.54d. - - . ° oe 
except Philips ABL, Esquire 
TW14-000 and 32-000 and Vogue 
LAE, LAG which are now - - 
34s. 8d. - - - - - 37s. 64d. 
32s. 44d. - - - 7 - 35s. 14d. 
except H.M.V. CLP, Col. 33SX, 

Parlo. PMC, Philips NBL and 
Esquire TN22-000, which are now 
27s. 4d. - - - - - 
27s. 33d. - - - - - 
except Philips ABR and Esquire 
15-000 and 20-000, which are now 
and Melodisc MLP which are now 
24s. 64d. - - - - ~ 
except H.M.V. ALPS, Col. 33CXS 
and Philips NBR, which are now- 25s. 
23s. 1d. . - - - - 25s. 
20s. 4d. - - - - - 22s, 


33s. 114d. 
29s. 64d. 
2gs. 64d. 


28s, 8d. 
2gs. 1d. 
26s. 5d. 


18s. 
158. 
13s. 
138. od. - 138. 
IIs. & - 13s. 
IIs. . - IIs. 
1os. 74d. - - - IIs. 
except Melodisc EM7, which are 
now - 7 - - - - 
and Mercury EP: which are now 
2 * + & Ss 
except Nixa EP 45 Green label, 
which are now - 
8s. 114d. - - 
7s. 74d. - - 
6s. 113d. - - 


- 19s. 
16s. 
14s. 


IIs. 
IIs. 


6s. od. - 
except Melodisc 


1,000, which are 

5s. 64d. - : : - - 
except Melodisc P and Oriole CB, 
LB, MB, HB, FB and RB, which 
are now - 
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NIGHTS AT THE ROUND TABLE 


By W. A. CHISLETT 


I start this month with a strong recommen- 
dation of Sousa Marches No. 1 comprising “ El 
Capitan ”’, ““ High School Cadets ”’, “ Stars and 
Stripes’ and “‘ King Cotton’’, played by the 
Grenadier Guards Band under Major F. J. 
Harris on Decca DFE6259. I even venture 
to suggest that a very old subscriber to THE 
GRAMOPHONE and almost equally old and 
valued correspondent of mine, Mr. Louis A. J. 
Barbé, ought to hear it. He maintains that 
English bands cannot, or do not, play Sousa as 
he should be played. In reply I point to a 
letter from the great little man’s widow that 
the Grenadiers of 25 or 30 years ago under 
George Miller could and did, and this is the 
nearest approach to such playing that I have 
heard for a long time. I imagine that the 
Grenadiers as recorded here are about 45 
strong. This is, of course, different from the 
75 or so, based on nearly go clarinets, that 
Sousa used to use when he could, but the 
spirit is here, and much of the sound. 

Marches of a different order come from the 
Boston Promenade Orchestra under Arthur 
Fiedler on H.M.V. 7EP7079. Orchestral 
March Past contains the Grand March from 
Aida, Schubert’s ‘‘ Marche Militaire ’’, Pierné’s 
piquant ‘‘ March of the little leaden soldiers ”’ 
and the “ Funeral March of a Marionette ’’. 
This is excellent, though the “‘ Marche Mili- 
taire’’ is less cleanly recorded than are the 
other three. 

Among a batch of 45EPs of ballads and 
songs are some that are transferred from old 
recordings. I am all in favour of it, but has 
rot the time arrived when this fact, when it 
«xists, should be announced, if not on the 
record label itself, at any rate on the sleeve 
and in the publicity matter ? In some cases it 
is obvious from the mere name of the singer, 
but in others it is by no means so obvious. At 
the head of these is one of five songs by John 
McCormack—The Green Rushes, The Village 
that nobody knows, Passing by, Maureen, and The 
Lass with the delicate air. Some of these songs 
are of greater interest than most of those that 
have been transferred from older recordings 
for the English market so far, and the result is 
remarkably successful. Moreover, the singer 
and his partner, Gerald Moore, are in great 
form (H.M.V. 7ER5054). 

A transfer that is not quite so successfully 
achieved, perhaps, but is very desirable none 
the less, is four songs by Alfred Piccaver on 
Decca DFE6273. The songs are Roses of 
Picordy, Absent, Sylvia (not Schubert’s, alas) and 
Rinetta. Piccaver, it will be remembered, was 
one of the very few Englishmen to go to 
Vienna and stay there. He appeared very 
frequently at the State Opera House and was 
appointed a Professor at the Vienna Academy. 
It was heartening to see that he was given a 
seat of honour with Bruno Walter, Lotte 
Lehmann and a few others at the opening 
performance last month of the reconstructed 
Opera House in Vienna, the scene of so many 
of his triumphs. 

Piccaver was born in Lincolnshire in 1884 
and is, I believe, still doing some teaching in 
London. This record does not reveal his voice 
at its finest, but if Decca has the right to 
reissue the records he made for Brunswick in 
the late 1920’s and 1930’s I hope they will not 
overlook the Turandot arias and “ Ah si ben 
mio’”’ from Trovatore, to mention but the first 
two or three that come into my head. 

The Gigli of twenty or so years ago is also 
transferred on to a 45EP, but his songs are 
taken from a couple of ten-inch discs which are 


still in the new (and so well produced) H.M.V. 
catalogue. Again the transfer has been 
achieved very successfully. The songs are the 
Bach-Gounod Ave Maria, Bizet’s Agnus Dei, 
Schubert’s Stdndchen and Brahms’s Wiegenlied, 
Op. 49, No. 4 (7EB6013). The first pair are 
from DA1488 and the second pair from 
DA1657, first issued in 1936 and 193) 
respectively. 

Mario Lanza also gives us four songs on an 
EP and I am astonished to find that he does 
not seem to have recorded O sole mio before. 
He sings it with full open-throated tone as 
usual, but with less delicacy than I should have 
liked. The other three songs, Mattinata, 
Marechiore, and ’A Vuchella, are already avail- 
able both on the LP record of melodies from 
** The Great Caruso’”’ and on 78s, so now we 
have them on all three speeds. The number 
of the new record is H.M.V. 7ER5051. : 

Four is also the number of songs sung by 
John McHugh and grouped on Col. SEG7609. 
They are Bless this House, and Because, both 
accompanied by organ and piano, a combination 
that has little appeal for me, and Smilin’ through 
and Intermezzo (Souvenir de Venice) in which the 
accompaniments are orchestral. Mr. McHugh 
has never achieved what he promised in the 
immediate pre-war years (he is only 41 now) 
but he sings these ballads agreeably. 

Two records that invite direct comparison 
are a Parlophone 45EP of Kenneth McKellar 
singing four Scottish songs and a Decca MP 
of Thomas L. Thomas singing ten songs, 
also from Scotland. Simple arithmetic will 
show that the latter gives considerably more in 
quantity for the money and as there is little to 
choose in the matter of quality, both being 
good, this may well be the deciding factor. 
None of the songs are duplicated and I had 
better list them. The former, who is a tenor, 
gives us two traditional airs—The Auld Hoose 
and The Rowan Tree, Sir Frederick Cowen’s 
Border Ballad and Philip Green’s arrangement 
of Jackson’s Bonnie Lass o’ Ballochmyle. The 
accompaniments are orchestral. The latter, a 
baritone with an attractive brightness in his 
voice, chooses mostly traditional songs and for 
the sake of peace and harmony divides them 
equally between the Highlands and the Low- 
lands. His titles, in order of singing, are Flow 
gently, sweet Afton, Ae fond kiss, Song of the Passing 
Soul, Hollin, Green Hollin, Ye Banks and Braes, 
Turn ye to me, Fair Young Mary, John Anderson, 
An Eriskay Love Lilt and Loch Lomond, and he is 
ably accompanied at the piano by Jacob 
Hanneman. 

Another Scottish record is Harry Lauder 
Medley played and sung by George Elrick and 
the Stargazers (Beltona ABL509). To sing 
songs written, composed and sung so distinc- 
tively by a man like the late Sir Harry Lauder 
presents obvious problems. If one tries to be 
as near like him in style as possible one is 
likely to be accused of being a mere imitator, 
or even parodist. On the contrary, if one gets 
too far away from the style of the originator 
one’s efforts “‘ are nothing like what the old 
man could do”’. On the whole, George Elrick 
steers a reasonably middle course, though he 
lacks the infectious and unselfconscious gaiety 
which was one of the many facets of Sir Harry 
Lauder’s genius. I do not like the hotted-up 
accompaniments. 

A record which takes me back thirty years 
or so when I was in more intimate contact with 
the band world, both military and brass, than 
I am now is Col. SEG7610. Deep Harmony and 
Rimington are played by the St. Hilda Pro- 
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fessional, Edmonton Silver, G.C. and Mei. 
Railway and Stoke Newington British 
Legion bands massed, with a male choir, 
under James Oliver. How well I remember 
Jimmy Oliver in the palmy days of the Sr. 
Hilda Band when among its members were 
Arthur and Harold Laycock and Jimmy 
Southern. On the reverse are Handel’s Lave. 
and the Trumpet Voluntary played by Foden’s, 
Wingate’s and Baxendale’s bands unde: 
Fred Mortimer, who used to conduct lefi- 
handed, and his son Harry Mortimer is th: 
soloist in the latter. I think that this record 
will evoke old memories in the minds of others 
as well as me. But it also makes me sad that 
no company has thought to record the Black 
Dyke Band in its centenary year. It was 
formed in connection with the well-known 
mills at Queensbury, Yorkshire in 1855 ; it is 
the oldest brass band in existence; and no 
band has a more consistently fine record both 
in concerts and at contests. In its career it has 
won £22,472 3s. 7d. in prizes. Where th« 
3s. 7d. came from I do not know. If som« 
company should feel disposed to make amends 
for this omission I venture to suggest that on 
of the pieces to be recorded should be the fin: 
arrangement of Bach’s ‘“ Great’? G minor 
Fugue made specially for the band by the late 
Joseph Weston Nicholl. This was in fact 
recorded by them in the middle 1920’s, but the 
wax was not passed for production. I heard a 
test pressing at the time and have heard it in 
the flesh many times, and it would record 
magnificently under modern conditions. 


When writing last month about Musique 
Populaire Roumaine played and sung by Les 
Chanteurs et POrchestre d’Instruments 
Populaires de la Maison de la Culture de 
Bucarest on London International 
TWVBo1107 I did not know that it was one of 
a pair of discs. I now have the other one 
(TWBV6o1106) and I like it even better, largely 
because there are more instrumental and less 
vocal selections, though the song at the end of 
side 2 is tremendously exciting. There are 
14 items on g bands. They include a couple of 
*“Doinas’’ (laments) several ‘‘ Horas”, a 
““Sarbo”’ and several other forms which, 
though familiar in type, contain much detail 
that is unfamiliar and subtle. Most of all I like 
the “ Horas ’’ and the items that come first on 
each of the two sides. Side 1 starts with “ Sapte 
vai si-o vale adinca’”’, in which the lutenists 
perform miracles of virtuosity and the “ Doina ” 
with which the second side commences is 
fascinating ; a slow, haunting melody is played 
on a Pan Flute or similar instrument over a fast 
and exciting accompaniment. A record to be 
recommended strongly to all interested in the 
unusual and to folk music connoisseurs in 
particular. 


POSTSCRIPT: At the last minute come 
two Philips records. In the first Kostelanetz 
follows the very successful orchestral transcrip- 
tion of “ La Traviata”’ issued earlier in the 
year with Tchaikovsky’s Pique Dame and 
Gershwin’s Porgy and Bess (NBL5020). This 
time, however, the orchestra is the New York 
Phitharmonic Symphony and each opera is 
only given one side ; and there are no divisions 
into acts as was the case with Traviata. Both 
playing and recording are first’class and the 
lyrical melodies of Tchaikovsky in particular 
sound most luscious and attractive in this form. 
The second (NBEr1012) is my only real 
Christmas record. Father Sydney MacEwan 
sings five songs of which two are Come to the 
Manger and Se amid the Winter Snow and the 
others are The Lark in the clear air, The Dashing 
White Sergeant and The Lewis Bridal Song. This 
can be recommended unreservedly on_ all 
counts, singing, accompaniment by Philip 
Green’s Orchestra and recording. 











December, 1955 The GRAMOPHONE 





WORLD-WIDE ENTHUSIASM PROVES SUCCESS OF 


High Fidel : 
at realistic cost 


From all over the world come letters praising our High 
Fidelity products — testimony to the skill and ingenuity of 
W.B. engineers who, by the development of such unique 
features as the Patented Cambric Cone and universal impedance 
speech coil, have achieved a standard of quality and design 
unequalled except at much higher cost. 



















The New W.B.12 
High Fidelity 
Amplifier 

Price £25. 





IN U.S.A., “ High Fidelity” had this to say 
of our HF 1012 Unit : “‘ Without doubt, the 
most remarkable $16 speaker we’ve ever 
heard. With a separate tweeter and crossover 
network, we had a system that, in our 
opinion, rivalled many at three times the 
price”. 


IN ENGLAND, Percy Wilson, 
Technical Editor of “‘ The Gramo- 
phone ”, F. J. Camm, John Gilbert, 
Donald Aldous and Miles Henslow 
—all acknowledged experts—have 
been enthusiastic in their praises of 
the W.B. High Fidelity range. 


Descriptive leaflets sent on request. Ask 
your usual dealer to demonstrate, or 
see and hear all Stentorian products at 
our London office(10? Kingsway, W.C.2), 
any Saturday from 9 a.m. to noon. 







Stentorion 
Cambric Cone 
High Fidelity Units. 
The famous HFI012 
at £4.19.9. 

Others from 47/6. 
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HI-Fl REPRODUCER CONSOLE 


This very handsome cabinet 
meets a long-felt need; it 
accommodates practically any 
make of record player, ampli- 
fier, pre-amplifier control unit 
and radio tuner. There is also 
ample record storage space 
(approx. 125 records). Motor 
board and front panel are 
easily cut to take various units. 
Self - supporting lid. Overall 
measurements (approx.) 33” x 
20” x 16”. Price £12.12.0. 


Ready to 
[ assemble 
Cabinets from 
£5.10.0. 

/ Bass Reflex ° 
Corner Console 
Tweeter Units £4.4.0 & £12.12.0. [ Price £11.11.0. 
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THE SENSATION OF THE AUDIO FAIR 
NEW YORK 


In 1937 one of Sound Sales’ many customers christened his home Hifidel, and we designed 
and produced the first Tri-Channel Amplifiers and matched Speakers. 


In 1955, this unique and exclusive system was demonstrated by us, at the Audio Fair, 
New York, in company with our U.S.A. stockists, The Ercona Corporation, 551 Fifth 
Avenue, New York, who will distribute the amazing TRI-CHANNEL system and 
PHASE INVERTER SPEAKER in the U.S.A. 


Only Sound Sales can give you Tri-Channel, the first of its kind by the first firm in Hi-Fi. 
The TRI-CHANNEL, although not unduly complicated, is a highly specialised system, 
comprising a multi-unit loudspeaker (incorporating bass woofers, separate middle channel 
speaker and electrostatic tweeter) fed via three separate amplifying channels from a 
unified tone control, reasonably priced at £115. 


The entire equipment is wholly produced by Sound Sales Ltd., even to speaker magnets, 
and marks a new advance in electronic technology and provides a musical atmosphere 
hitherto unobtainable. 


The fantastically good PHASE INVERTER SPEAKER that Mr. P. Wilson, M.A., of “ The 
Gramophone ” and everybody else likes so much, also went to the Audio Fair, New York. 
“True to life,” ‘‘In a class of its own,” “A revelation,” ‘Say .. .” : 
Prices at £16 10s. 0d., the Phase Inverter Speaker, is an asset to any Hi-Fi system, Model A, 
15 ohms. Model B, 3 ohms. 
“‘ The Extratop ’’ pressure tweeter attach it with , £12 10s. Od. 





AUDIO FAIR 
NEW YORK 
“SOME JUNIOR’”’ 
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The New Wide Range Tone Control “‘ A—Z "’ Junior Mark II Ultra Linear Amplifier. 10W output 40-9,000 cps., 
8W 30-10,000 cps.: Pistortion 0.06Xfor 8W: Response Idb. 12-27,000 cps. ‘C’ Core Steel Output Transformer 
(Patents pending); Selector for 78 and LP Tape Record and Tape Relay plus HLF, Filter. Price £22 10s. 0d 
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SOUND S A LES LIMITE D- WEST STREET, ‘FARNHAM, SURREY, ENGLAND 


Works and Acoustic Laboratories Tel. Farnham 6461 (3 lines). Grams, “‘Sounsense” Farnham 
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a bappy Trixwas/ 


LENT 


Maiden aunts 


who study ancient Greek dance 


And our neighbour the Colonel 
who thinks Beethoven ‘‘ damned infernal ’’ 


His tastes incline to the brassy and regimental 


(which is a bit different from cousin Bill 


whose experiments in futuristic tape recording drive us all mental) 


There’s my little sister Joyce 
with a rather odd soprano voice 
who likes, 

for some reason I can never guess 
G&s 


And Stephen of the long hair, 


whose tastes in music are confined to the Baroque 


And crazy cool cats, 
who regard anything pre-Gillespie as a huge joke 


If they go to the Festival Hall, 
Albert Hall, Henry Hall 


or even nothing atall... 


THEY’D ALL LIKE A Nivefte FOR CHRISTMAS ! 


tos 


TRIXETTE 


GRAMOPHONES ARE MANUFACTURED BY TRIX ELECTRICAL CO. LTD. 


MAPLE PLACE, TOTTENHAM COURT ROAD, LONDON, W.I. Telephone : MUSeum 5817. Telegrams : TRIXADIO, WESDO, LONDON 
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I was a bit premature in saying that the last- 
mentioned disc is my only real Christmas 
record for a few hours after I had written the 
words H.M.V. 7EP7021 and Col. SEG7615 
arrived. The former contains seven short 
Carols sung by The Templars with G. 
Thalben-Ball at the organ. They are ‘“‘ Away 
in a Manger’”’, “‘ The First Nowell’, ‘“‘ Unto 
us a Boy is Born’’, “‘ Shepherds in the Fields 
Abiding ’’, “‘ See Amid the Winter’s Snow’’, 
“© Little Town of Bethlehem”, and “ The 
Twelve Days of Christmas”. The latter, 
Christmas Carols, will revive many pleasant 
memories for it has “ Silent Night’’, “‘ Awa 
in a Manger’’, ““O come, All Ye Faithful ’’, 
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and “Sleep My Saviour, Sleep”’ arranged as 
quartets and sung by Isobel Baillie, Muriel 
Brunskill, Heddle Nash, Norman Allin, 
John McHugh and Harold Williams in 
various, combinations with Herbert Dawson 
at the organ in two of them and a string 
orchestral accompaniment in the other two. 
Finally (and I really think it is finally this 
time) Charles Kullman’s In Theatreland on 
Col. SED5528 includes popular and well- 
loved songs from The Merry Widow, The Student 
Prince, Rose Marie and New Moon and I like this 
disc even better than his recent record of four 
serenades. Kullman is now apparently living 
in retirement or semi-retirement in America. 





MISCELLANEOUS 
AND DANCE ty “HARLEQUIN” 


45 r.p.m. numbers are given where applicable for 
E.M.I. Group titles, whilst an asterisk indicates 
availability at 45 r.p.m. on the Decca Group labels. 
45 7.p.m. numbers for the latter Group are the same 
as the 78 r.p.m. numbers with the addition of the 


prefix “ 45 . 


Not an exciting month and mercifully a little 
less prolific, though well over the hundred mark. 
First of all we must dispose of the record that 
you will have heard coming from every radio 
and record shop in every suburb throughout the 
land—the record that carries on its label the 
legend ‘‘Don Charles presents The Singing 
Dogs directed by Carl Weismann”. This 
goes on the animal shelf, or more strictly I 
suppose the non-human, since most of the 
present inhabitants are birds from Miss 
Harrison’s nightingales to talking budgerigars. 
I know it can be said that if you take the 
accompanying tune away there is precious little 
left, but even if you are sceptical about this 
particular record you ought to get a laugh out of 
Jingle Bells. This is a natural for the holidays 
and an enterprising effort that deserves its 
success (Nixa N15009). This is quite a doggy 
month. For instance, The Doggie in the Window 
is included in an LP by Franck Pourcel and 
his Sextet on London Ducretet-Thomson 
Do3032. This is a cocktail-time record with 
pleasant 
tunes like All of Me, Singin’ in the Rain and You 
are my Lucky Star. Then from the film “‘ The 
Lady and the Tramp” we have references to 
both dogs and cats. The Pound Hounds 
imitate dogs in Home Sweet Home on Bruns. 
05484, on the back of which The Mellowmen 
sing Lady, which is also about a dog. Then our 
regular friend Peggy Lee, who has herself 
written most of the songs for this film, sings He’s 
a Tramp (with more dog noises), backed by The 
Siamese Cat Song on Bruns. 05482, while on 
05483 she sings La La Lu and Bella Notte. . 


_ EP records are usually packages of previously 
issucd singles, but H.M.V. 7EG8134 is a record 
I would put well up on the list, even if the 
material dates from 1952. This is a collection of 
numbers from that year’s edition of Leonard 


Sillman’s ‘‘ New Faces’. Mr. Sillman has 
been producing these revues for some 20 years, 
and this edition also got itself filmed. It also 
introduced Eartha Kitt to a wide public. 
Miss Kitt was evidently quite a different artist 
in those days—her Bal, petit Bal is a gem, and 
the other numbers are no less good. Robert 
Clary is heard in Lucky Pierre and the enchant- 
ing /’m in Love with Miss Logan. The final riot— 


*‘ renderings’ (yes, I think so) of - 


Lizzie Borden—is quite wonderful. The record- 
ing has atmosphere and is intimate, opening out 
for Lizzie, and this little record is proof that not 
every American musical is devoid of wit, a little 
charm, and sounds that do not indure deafness. 
Recommended. 


** The Jazz Train ”’ records also sound better, 
now that they are collected on EP. This show 
has done a provincial tour, so that in spite of its 
London debacle many people may like to have 
this souvenir. There is no reason why Parlo. 
GEP8544 should not also appeal to others. On 
the other hand, Bertice Reading’s EP 
(GEP8537) is not for everybody. Your reaction 
to Miss Reading will be positive—one way or the 
other. It is interesting to note that Frankie and 
Johnnie, which I had innocently assumed to be 
a traditional song, is here ascribed to S. C. 
Johnson. Four of Doris Day’s “‘ Love Me or 
Leave Me’”’ songs, including the two especially 
written for the film, are put together on Philips 
BBEr12011, and this record should appeal to 
those who cannot manage the LP of last month. 
Other EP reissues are of Cyril Stapleton in 
Elephant’s Tango, Tango Mambo, Fanfare Boogie 
and Mexican Madness on Decca DFE6288, Joe 
Saye playing his ballet burlesques on Parlo. 
GEP8541, Norman Wisdom’s recent songs— 
Beware, etc.—very well recorded on Col. 
SEG7612, Cuates Castilla (The Mexican 
Singing Twins) in extracts from their LP—not 
previously noticed here—and pleasant in their 
limited way on Decca DFE6284, Ted Heath 
in extracts from his ‘“‘ Gershwin for Moderns ”’ 
(DFE6290) and Jo Stafford in some songs, 
including the mambo St. Louis Blues on Philips 
BBE12014. 


I have now heard three recordings of ‘‘ The 
Pajama Game’’, and, unlike some of my 
colleagues, who may find difficulty in recom- 
mending the best of two or three Magic Flutes, 
the choice here is simple. Philips last month 
offered the original American cast and had the 
advantage of being first in the field by many 
weeks. Now we are offered the Coliseum cast 
on H.M.V. CLP1062, and that is that for those 
who want a souvenir and will be wanting a 
souvenir for many months to come. Joy 
Nicholls is remembered as a dynamic act 
some years ago, and of course Max Wall is 
always Max Wall, even in an American musical. 
Edmund Hockridge, being Canadian, sounds 
almost indistinguishable from the American 
singers of the role. The show has not been 
Anglicised; this company talks about ‘“‘gasoline”’ 
(of course, rhyming is important) and the 


* cated and none the worse for that. 
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inflection of the voices is as near the American 
original as dammit. No complaint here, except 
that intending purchasers should realise that 
this is not a British variant; it is a British 
imitation and very efficient at the job. This 
record is as loud as the Philips and will probably 
replace it. The third record is from London 
(HAAg2oor), and in the absence of any sleeve 
note which may indicate the provenance of this 
recording, e.g. whether the artists were especially 
assembled for recording, or whether they are 
actually performing the show somewhere, all 
that can be said is that gramophonically this is 
outstanding and the best selection. All the 
records are banded, but whereas Philips and 
H.M.V. include some dialogue, the London 
disc offers a collection of the musical numbers 
(omitting the Qverture). But listen to the 
opening chorus ; listen to the words. This is 
well rehearsed and magnificently done. In 
short, the choice is easy; if you want the 
American or English company, there is a record 
for you ; if you simply want a comprehensive 
record of the show as a piece of musical enter- 
tainment for the home, then the London has it, 
even if only because the recording level is 
reasonable. The artists are American (Stephen 
Douglass, Dorothy Evans, and others). And 
now we may expect a breather before “‘ Damn 
Yankees ”’ (recently bought by Jack Hylton) 
arrives. 

Now what is happening on the home front ? 
We can expect no LPs from ‘‘ Meet Me on the 
Corner ’’, which, as I write, has just had a very 
sticky Press.) Max Bygraves has been saluted 
in this column before, and we can afford a small 
cheer for him now. He has told us that he 
deliberately went down to the publishers to 
look at the British songs on the “ spike’, and 
from these he selected the title song of this 
show ; no masterpiece assuredly, but a good 
chorus number for bringing down the curtain 
and suitable for the Bygraves style. He sings 
it on H.M.V. POP116. But why, oh why, does 
a song like this have to be made ordinary by a 
big blown-up accompaniment doing its best to 
make Mr. Bygraves sound like any routine 
rhythm and blues vocalist from any old studio ? 
So austere a critic as Mr. Harold Hobson has 
described Mr. Bygraves as one of the few civilised 
comedians. He certainly remains in the English 
tradition ; he has courage and I hope he will 
continue to defy the deadhand of mass 
mediocrity and worse that afflicts our genera- 
tion. The Little Laplanders on the reverse has a 
children’s chorus. This is all very unsophisti- 
Meet Me at 
the Corner is also done by The Coronets on Col. 
DB3671 with Twenty Tiny Fingers—a ‘good 
double. 

Among LPs I would draw your attention to a 
collection of numbers from “ Pete Kelly’s 
Blues”? on Philips BBL7059. These are 
shared out between Ray Heindorf and Matty 
Matlock and His Jazz Band. This strikes me 
as good jazz; the tunes include Smiles, which 
we had from Crazy Otto last month, and there 
is a delicious clarinet in Sugar. Then Bill 
McGuffie plays a number of tunes from recent 
American musicals on Philips BBL7057. This 
is good concert-grand stuff, of which we get too 
little these days, but even Mr. McGuffie gives 
his fast numbers a bouncing treatment that 
seems wrong. There is some interesting playing 
here and one exquisitely turned run in Bewitched, 
which is given a lovely performance. Felsted 
send their first 12-inch LP, a rather dull 
collection by Eddie Barclay and his Dance 
Orchestra called ‘‘ Music for Dreaming’’. 
This is Continental (PDL85003), as is ‘‘ Music 
HOP S260. OY Stern and his Alluring 
Music (PDL85001), where the music is American 
popular-piano and soft music. Do not ask me 
what the dots in the title represent, particularly 
as I have also this month “* Music for Loving ” 
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by Ben Webster “with strings’? on Col. 
CX10014. Mr. Webster is a very distinguished 
saxophone player, who has appeared with a 
large number of the most distinguished American 
name bands. This record is for connoisseurs ; 
others may find a 12-inch LP of slow ballad 
numbers tedious beyond endurance, even though 
Teddy Wilson plays the piano in some of the 
items. Please note the price of this record, and 
the general up-grading of labels. For years we 
have heard the greatest popular artists on the 
cheaper labels, and not all the publicity given 
to the magic words “Clef series’” and ““Norman 
Granz presents” can disguise the fact that just 
under two pounds for some saxophone solos is 
an expensive proposition. It is worth noting that 
Philips are concentrating on price in their 
current advertising. 

“South American Contrasts”? by Van 
Lynn on Bruns. LAT8074 has a brilliant sleeve. 
Here is a large orchestra doing the music proud. 
In fact the second side of this 12-inch record 
contains only three pieces, one of which occupies 
half a side. An interesting development. 
“Sound Stage”’ is the title of a record by 
Paul Weston of film music. This is dull but 
beautifully recorded. Here is the music for 
films such as “‘ Gone with the Wind ”’, “ Duel 
in the Sun” and “ Song of Bernadette”. It 
used to be said that if you wrote for the screen, 
the better the music the worse it was for the 
job; it should not detract from the film, but 
merely enhance the emotional reaction. It is 
difficult to support that argument now that our 
most eminent composers are finding their bread 
and butter in the studios, but I will be surprised 
if you find this particular music memorable, 
except in so far as it recalls your favourite scene 
(Philips BBL7039). “ Live It Up” is a col- 
lection of “ rock’? numbers played by Bill 
Haley on London HAPB1042—exactly what 
you would expect from title and artist. More 
Continental dance music in “Si vous aimez 
danser ’’ (Vol. 2) on London WBVog1104. The 
Kiss ends like the Warsaw Concerto, La Fille du 
Cowboy sounds like Lew Stone’s Oh Susannah, 
Lecuona’s Andalusia will remind you of The 
Breeze and I (which it is), and Fleur de Papillon 
is just a jolly rag number. 


There are two attractive records in the 
H.M.V. DLP department. First, Gertrude 
Lawrence again. I do not know how many 
times I have been offered fancy prices for a copy 
of The Physician, but if this LP is a blow to the 
second-hand market it will surely be welcomed 
by any over-thirties who missed it at the time. 
This and other songs from “‘ Nymph Errant ”’ 
(Experiment, How Could We Be Wrong, It’s Bad 
for Me) are all on DLP1099. The accompani- 
ments alone are worth the money, and if you 
are as lucky as I am in being able to intersperse 
the contemporary Ray Noble dance records of 
these tunes your cup will be full. I wonder if 
there is a public for the issue of dance records 
of this period ? They figure frequently in the 
small ad. columns. Gertrude Lawrence adds 
her songs from ‘‘ Lady in the Dark”. These 
are at a lower level (it was a film), but still 
contain some good lines, and one or two that 
are oddly reminiscent of Beatrice Lillie. The 
other record (DLP1103) is of Joe Loss. 
“Dancing Time for Dancers No. 6” is well 
done and should not be overlooked because it is 
just another strict tempo record. Even the 
Donkey Serenade, which has, I suppose, been 
recorded by somebody somewhere every month 
since it was written (its first title, incidentally, 
was Chansonette, as on the old Ambrose record, 
where it backed Ambrose’s famous Body and 
Soul), comes up as fresh as a daisy. Joe Loss 
appears also on H.M.V. POP117/45-7M329 
and 118/45-7M330 (this includes Button Up 
Your Overcoat), as well as a couple of tangos on 
MH177. Victor Silvester’s numbers are Col. 
DB3685-6/45-SCM5203-4. 
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What else on EP ? “ Moonlight Sinatra ’”’. 
These are early works on H.M.V. 7EG8128, 
and Mr. Sinatra enjoys the benefit of Tommy 
Dorsey. Joseph Seal, playing at the Regal 
Cinema, Kingston-upon-Thames, records a 
selection from “ Deep In My Heart” with 
some ‘Broadway Favourites” on  Parlo. 
GEP8541. Cinema organ fans should also note 
Reginald Dixon’s ‘‘ Gay Gordons ”’ (Scottish 
popular) on Col. DB3684/45-SCM5202. “ That 
Miller Music ”’ contains a further posthumous 
collection by Glenn Miller on H.M.V. 
7EG8135 (Disney tunes—Over the Rainbow, 
When You Wish upon a Star, etc.), and The 
Deep River Boys, still the best of their kind 
if you like the numbers (Ashes of Roses, September 
Song, Glad Rag Doll, Only Fascination), are on 
7EG8133. 





THE MONTH?’S CHOICE 
The Music of Julian Slade. Oriole MG20005. 
New Faces. H.M.V. 7EG8134. 
The Pajama Game. London HAA2o001. 
Bill McGuffie. Philips BBL7057. 
Red Nichols. Capitol CL14365. 
Gertrude Lawrence. H.M.V. DLP1r099. 





Also on EP a few firm recommendations. 
Ray Martin’s “ Melody Time”’ contains 
unorthodox but brilliant performances of the 
Merry Widow Waltz, and selections from 
Johann Strauss II and Ivor Novello. This is 
music that is strong enough to allow ample 
room for a variety of arrangements (Col. 
SEG7611). Old readers may recall the 
Orchestra Mascotte here. More staid but 
extremely well done and a safe choice for 
Christmas is Mantovani on Decca DFE6292 
plaving selections from “ Rose Marie” and 
“The Vagabond King’’. Winifred Atwell’s 
“‘ Let’s have a Party” is as expected. The old 
raggy numbers come off best. This is a bit 
better than simple pub piano playing. Miss 
Atwell can hit off a number in more ways than 
one, but she should not have attempted Nellie 
Dean. This famous old tune (recorded by its 
creator, Miss Gertie Gitana, on a 7-inch Radio 
label during the cheap record boom of the 
*thirties) simply cannot be played on the piano. 
If it cannot be sung by a sweet woman like its 
creator it should be sung by a crowd of men full 


of beer, and preferably at the back of an Army 


truck. (Philips BBEr2010). Judy Garland has 
recorded the sequence “ Born in a Trunk” 
from her film “A Star is Born”’ on Philips 
BBEr2012. This is a story of show business, and 
the record is well presented and produced. Full 
marks. If you like South American tenors 
resident in Paris trying to sound like Italians, 
try Gino Caroli (Hear My Song, Violetta, and 
all that) on Parlo. GEP8540. 

And now a look at the shorts. Remember 
Ay Ay Ay, which Whiteman once brilliantly 
burlesqued as O Ya Ya ? It is revived by Tano 
Ferino, a tenor, who naturally reminds us of 
Tano Ferendinos, on Decca F10619*. Domani 
and The Lady are played by a body called 
“ Music by Minucci” (nothing to do with 
I Musici!) on Vogue Q72101*, and Leroy 
Anderson has a pleasant record of The Last 
Rose of Summer on Bruns. 05485*. Piddily Patter 
(Ella Mae Morse, Cap. CL14362*) and Patter 
Patter (Nappy Brown, London HLC8182*) 
are the same song. Miss Morse, I think here, 
even if her backing is Seventeen. Jackie Gleason 
has the usual strings and trumpet for Autumn 
Leaves on Cap. CL14363*, and Dennis Hale 
has a bright number in Tina Marie (by Bob 
Merrill, surely not Robert !) on Decca F10623*. 
Texas Bill Strength is obviously the right man 
for The Yellow Rose of Texas, and his backing, 
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Cry, Cry, Gry on Cap. CL14357* has nothing 1. 
do with Johnnie Ray—just country style. You 
will probably already have all the records: yo: 
want of Love is a Many Splendoured Thing, bi: 
that by Don Costa, his Orchestra and Chori, 
begins with a really superb beat on a tympanun 
This is all very ‘‘ concert vocal”, and probab), 
the right treatment. Safe in the Harbour on }\ 
back is almost another Red Sails (Lond: 
HLF8186*). 


Ted Heath’s Cloudburst can be imagined 
but his Malaguena by Lecuona is quite a thing— 
a most remarkable arrangement well wort), 
hearing (Decca F10624*). I enjoyed Merri}! 
Moore’s Five Foot Two, Eyes of Blue and Hard 
Top Race. Mr. Moore is the nearest thing to-da, 
to what used to be called an entertainer at the 
piano. He may well make a little corner for 
himself ; he is different and is worth watching 
He also plays a neat piano (Cap. CL14369*) 
Now here are a couple of surprises. Jeri 
Southern, formerly on M.G.M., turns up on 
Brunswick (05490*) with D’Lovely, which she 
does well enough. Her backing, An Occasional 
Man, is naughty but not dirty. An interesting 
artist. Remember the Five Pennies ? Well. 
they’ve gone to College and emerged as Red 
Nichols and his Penny Symphony. While 
You’re Away is pretty dreary, but Lights of Vienna 
is a real whizzbang. It has quite a lilt, and the 
trumpet solo is remarkably in character. Old 
friends should hear this, as should those who 
were not even born during the great days of the 
original Pennies (Cap. CL14365*). 


I should like to draw attention to a record by 
Jack Wallis, which was overlooked last month. 
Mr. Wallis plays the guitar, and he plays his 
own compositions, Ragamuffin and Palillos, on 
H.M.V. POP108. George Melachrino’s First 
Rhapsody is an attractive piece and it is given a 
good performance by Semprini with the 
composer on H.M.V. B10934. The backing, 
unfortunately, is Tristesse, in which a Chopin 
study is butchered—it was popular some years 
ago, and one had hoped it had been decently 
interred. This record is very well recorded. 
Nice to hear Stumbling again. It is ragged by 
Eddie Smith and the Chiefs, who sound like an 
inflated barrel organ, on Parlo. R4090/45- 
MSP6186. If you like the Big Ben Banjo 
Band, you should like this. The BBBB itself 
has two records. “ Let’s Get Together Again 
Nos. 1 and 2”’ are on Col. DB3676/7—good old 
tunes and much better played than is often the 
case in such collections. Another mambo 
murder is Camptown Races Mambo, perpetrated 
by Don Ippolito, on Parlo. R4091/45-MSP6187, 
and a virtuoso vocal record of Cloudburst is that 
by Don Lang with Seventeen on H.M.V. 
POP115. This is too much for me, but it is 
certainly a performance. 


Wembley Stadium deserves musical honours. It 
gets them from Ken Mackintosh, with The 
Crocodile Crawl, from the film with the delightful 
title ““ An Alligator named Daisy ”’, on H.M.V. 
POPi19. Over-recorded as usual, but Mr. 
Mackintosh’s admirers must be used to that by 
now. The Ames Brothers are even more 
raucously recorded on POP121/45-7M331—a 
pity, since their performance of My Bonnie Lassie 
‘is excellent, but try listening to So will J and 
you will be writing desperate letters to our 
technical department about filters and other 
aids, which should be the responsibility of 
engineers and not of listeners who pay the 
money. Incidentally, after all the nice things I 
said about the Polygon level of recording, see 
what they have done to Robin Richmond on 
Pi1g0. The same applies to Nixa N15008. 

Miller has two original songs here— 
Georgia’s got 0 Moon (by Max and Harry Nesbit 
—what about another record from than ?) and 
The Next Train out of Town, but the recording 
simply does not give her a chance. I know that 








